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ABSTARCT 
1950s is a convenient starting point for a comprehensive discussion about the 
modem art-practice in Kashmir. Right after India's independence, while the 
poHtical space of the Valley was fraught with apprehensions of war, the ever 
. . • , 
severing relationships between India and Pakistan, the after-effects of the 
bloody partition, and the issuQ of Kashmir, artists on the other hand were busy 
• • • • • • 
negotiating the forward-looking ideas, of Progressive movements. A few 
aspiring artists, mostly the ones who had done their elementary course in 
painting from the Amar Singh Technical Institutes, were seen showing up in 
the early encounters with some famous artists of India who were sojourning in 
Kashmir. These special encounters with the modem Indian artists, especially S 
H Raza and his Progressive outlook, and modem art in general are the earliest 
evidences of local participation. 
In the broader context of modem art in India the role of Progressives, as self-
confessed modemists, came as a rescue from the traditionalist or 
historicist/nationalist captivity of the early decades. Patronizing individualism, 
eclecticism and a celebrative mode of freedom the Indian modem art assumed a 
militant stance. Progressives unapologetically broadened their artistic horizon 
by their extravagant opening up to the westem influences, however, the 
yearning to retum to mral roots, still being a potent artistic element, was 
1/14 
considerably different from the traditional confines of the early decades. These 
are the times when every ambitious Indian artist wanted to have a firsthand 
experience of the western art world, preferably, Paris the hub of international 
modem art pregnant with all the great stories about the great artists. The spirit 
of the 50s, the phrase used by Ratan Parimoo, a well known art historian and 
academician who interestingly happens to be a Kashmiri, launches a radical 
shift from the early development of modernism in India. The Progressive forces 
of late 40s, as it were, came of age only by 50s when Baroda came into the 
picture. 
The similar Zeitgeist found its impact even in a relatively remote place like 
Kashmir. In the wake of Sheikh Abdullah led National Conference, which 
launched a sustained campaign against subjugation, poverty and social 
imbalances, the cultural life of Kashmir, especially in the field of poetry, was 
imbued with a sense of revolt and political satire. It is during this time of 
national awakening which coincided with the direct encounter with some of the 
influential Progressive artists present in Kashmir that a few local self-conscious 
artists identified with the mainstream impulses of the 50s and ventured upon 
their individual journeys. 
The Progressive Artists Association in Kashmir aimed at modeling itself on the 
pattern of Bombay progressives. The awareness of the modem art came largely 
by their interaction with the artist who were sojouming in Kashmir. There is 
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mention of other sources like films, journals and books, which possibly was 
brought by the similar artists who happened to be travelling in Kashmir. In a 
conversation with Triloke Kaul he recounts his first encounter with Raza who 
besides encouraging their artistic talent also shared with them his books, 
pamphlets and various written material about modem art. On one account he 
gifted Butt and Triloke an illustrated book about Van Gough, which 
particularly had a deep and lasting influence on Butt. The most cathartic 
influence came by way of an initiative described as UNESCO Travelling Print 
Exhibition held in a local Hotel around early fifties, which showcased the life-
size reproductions of the works of almost all the great masters of western 
modem art from Impressionism to Picasso. However, the most convenient and 
discemibly immediate source of early inspiration was the considerate 
involvement of S H Raza during his frequent visits in the Valley. The reason 
that the earliest experimentation was largely dominated by 
impressionist/fauvist or cubist/expressionist vocabulary of modem art was 
largely due to Raza's influence. The relatively open-ended paradigm of 
Progressive aesthetic ideology attracted many young local artists. The more 
ambitious artists started planning to leave the valley and prove their worth in 
the mainstream of Indian modernism. While others bmshed shoulders with the 
local intelligentsia and absorbed themselves in various art-administrative 
governmental jobs. 
3/14 
After the establishment of Institute of Music and Fine Arts (1965) and the 
Jammu and Kashmir Academy of Art Culture and Languages (1963), in both 
Jammu and Srinagar, the modem art activities became more organized. 
Modelled on the pattern of Baroda curriculum of 50s/60s, the Institute of Music 
& Fine Arts became the only discernible platfomi to practice, promote and 
more specifically to encourage new artists and thus anticipate the future 
prospects of modem art in Kashmir. One can easily trace the Baroda 
orientation that engaged the students and still finds its resonance in the present 
generation. We can trace the conceptual and stylistic influences of Baroda, 
which interestingly bears its stamp more in the sculpture medium. For obvious 
reasons that Santosh or Triloke Kaul, the first Kashmiri students to pass out 
from Baroda, never chose to teach. But among the second batch of students like 
Gayoor Hassan and V R Khajuria, who specialized in sculpture under the 
supervision of Shanko Chaudhuri and both subsequently headed the first 
sculpture departments in Srinagar and Jammu art Institute respectively, had 
more immediate followers. 
The late 60s brought in a new dynamism in the Kashmir's modem art scene. 
All India Painters/Sculptors Camp launched by J&K Academy of Art Culture 
and Languages in 1968 transformed the provincial art atmosphere of the valley, 
assuming a relatively greater importance from Kashmir's identity as an 
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idyllic/picturesque resort to one of the most desired venues for modem Indian 
artists to work and interact with each other. The art camps attracted ahnost all 
the artist of repute like Bendre, Shanko Chaudhuri, Hussain, Raza, Laxman Pai, 
Swaminathan, Manu Parekh, Tyeb Mehta, Ramachandran, Jatin Das and so on. 
The works done in these camps became a property of the Academy. The 
Academy is proud to represent as one of the richest collection of modem Indian 
art. The Art Camp provided a unique opportunity to the local artist to have a 
firsthand experience of some of the great Indian artists at work. In fact the idea 
of art camps was initiated by G R Santosh with the aim that such an initiative 
will create a great opportunity for the local artists to witness some of the best 
examples of Indian modem art. With the passage of time many local artists, 
beside Santosh, were also invited to participate in camps. 
The other significant feature of the Academy was to create an alternative art 
gallery space for showcasing the works of the local artists. The idea of Armual 
Art exhibitions was launched in 1960 when the first All India Art Exhibition 
was held in the State. Ever since the Academy is organizing the State level art 
exhibitions and to boost local artists they also incorporated the programs like 
art competitions, subsidy to painters to hold solo or group shows outside the 
State, fellowships and State Academy Awards on the life-time achievements of 
local artists and organized painting competitions in the remote villages and 
towns of Kashmir. 
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The other significant development of late 60s was the establishment of Institute 
of Music and Fine Art in 1965, which offered a systematic training in the two 
major disciplines like visual/plastic arts and the classical Indian music. Initially 
the Institute offered a diploma in its evening hobby class program under the 
supervision of Ram Mohan Sarkar until it was taken over by the local artists 
who were returning with professional degrees from the M S University Baroda. 
Except the oral accounts of some of the senior artists not much infomiation is 
available about Sarkar's teaching methods. Possibly from Agra he may have 
brought with him a relatively refined knowledge of British academic 
naturalism, which may be the possible reason for Mehboob's conspicuously 
figurative body of work, who among the first batch of students showed a life-
long commitment as an artist. In a recent conversation with Gayoor Hassan, 
who remains to be the senior most artist still working in Kashmir, we get the 
impression that the nature of so-called Evening Hobby Classes in fine arts was 
rather too provincial to develop any significant practice in the modem art 
idiom. However, as soon as the Baroda trained artists joined as teachers in the 
Institute, established both in Jammu and Kashmir provinces at the same time, a 
comprehensive and organized academic infrastructure was gradually developed 
to impart training in various stylistic and conceptual modes of modem art. It is 
important to state that the curriculum of these Institutions was designed on the 
pattem of Fine Arts Faculty of M. S. University Baroda. In Baroda the major 
stylistic tendencies that guided the studio practice or fornied the curriculum 
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followed the traditional conventions of European or British art schools; studies 
after miniatures or murals to learn the techniques and stylistic disposition of 
traditional Indian painting; the visual perception of Bauhaus; the atmospheric 
color or textured surface quality of impressionist/post-impressionist; the 
emotive and the gestural painterly content of expressionism and above all the 
Cubistic stylization and formalistic abstraction. The similar concerns can be 
traced in the local artists of the Valley who studied in the Institute. 
The mention of the artist may not always be based on the analytical approach 
or aesthetic validation, however, the artists who have shown sustained and 
sustainable aesthetic/artistic concerns will occupy the better half of the present 
study. In the first chapter, a Capsule History of Modern Art in India, a brief 
outline of the history of modem art in India will serve as a backdrop to 
delineate a concise historical account of modem art-practice in Kashmir. The 
recent upsurge in art practice, the free market, and the scholarship has widened 
the scope of debate around modemism in India - pushing it towards the more 
complex and open-ended interpretations. The 1950s, being a starting point of 
the present research, is an offshoot directly linked to the tensions between 
global modernity and national specificity which characterizes the post 
Independent India. 
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The second, fourth and the fifth chapter are structured on a generational pattern 
comprising three generations since 1950, while the third chapter is entirely 
devoted to G R Santosh for the sheer scale of his work. However, apart from 
the age factor, the classification based on generations does not always reflect 
any stylistic development or conceptual difference. Neither does it always 
amount to the death or a certain retirement from the art practice. There are, for 
instance, some artists who virtually belonged to the first generation but are still 
actively participating. Each generation is marked by a difference of two 
decades, which does not necessarily suggest a significant shift in the art 
practice or any radical change in the socio-political space but is largely based 
on the participation of new artists to provide a sense of vitality to the tradition 
of working with the modem vocabulary. It is hoped that this somewhat 
arbitrary structure may be helpful in terms of delineating a comprehensive, and 
perhaps indiscriminate, historical documentation of the modern artists of 
Kashmir. 
The second chapter, Inception of Modern Art in Kashmir, represents the first 
generation of Kashmiri artists whose work, partially or uncompromisingly, 
embodies the modem art idioms, comprising of artists such as S.N. Butt, 
Triloke Kaul, P.N. Kachm, Kishori Kaul, Nisar Aziz, M.Sadiq , Suraj Tikoo,, 
Bansi Parimo, Ratan Parimoo and Manohar Kaul. The chapter narrates the 
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historical account beginning with the event when some local artists engaged 
themselves on the ideology of the avant-gardism of the Indian/International 
modernism and thus anticipating the inception of modem art in Kashmir. It is 
in this context the cultural front makes its relevance to the first modem art 
initiatives in the Valley. 
In 1948 the first self-consciously modem art group called Trio was formed by 
the three active members of the Front P N Kachm, S N Butt and Triloke Kaul, 
which eventually was renamed as progressive Artists' Association in October 
1948. In May 1949, the association held its first show in Srinagar. Among 
some of the influential people who witnessed the show was Percy Brown who 
declared: "the movement aptly represents the progressive trend by bridging the 
abysmal gulf of five hundred years, thus linking the tradition with present." In 
the same year Raza organized a two-man show of S N Butt and Triloke Kaul in 
Bombay, which remains to be the first ever exhibition of modern local artists 
outside Kashmir. Synchronizing with the Progressives spirit as foregrounded 
by groups like Calcutta, Bombay, Delhi Silpi Chakra in 40s and Madras 
Cholamandal in 50s the Progressive Artists' Association of Kashmir was 
founded roughly in the same time with the experienced patronage of S H Raza. 
The most important factor that defines the course of the future development 
and participation of local artists is mainly due to two reasons. Firstly because of 
Raza's active presence in the Valley which anticipated a certain space where 
9/14 
many aspiring individuals could share their dreams of artistic ambitions and 
secondly artists like Triloke Kaul, the first local artist to study in M S 
University Baroda, followed by Ghulam Rasool Santosh and Kishori Kaul 
brought with them a lucid and academically articulate vocabulary of Indian 
modern art in Kashmir. And thus, it is important to note, the Kashmir's modem 
art scene follows the evolutionary link between the outward avant-gardism of 
Progressives and the inward, more self-conscious, alternative modernism of 
Baroda. 
However, not all the artist mentioned are widely discussed, primarily because, 
while some of them did not show a sustained development in terms of their 
relevance to the spirit of modem art and other remained somewhat provincial in 
their aesthetic aims. In spite of the fact that the artists like Triloke Kaul, 
Kishori Kaul, Ratan Parimoo and Bansi Parimu, who have shown an active 
engendennent as artists, the scale of G. R. Santosh's contribution is 
unthinkable in proportion to any other artist of the Valley. Santosh remains to 
be the only Kashmiri artist who is intemationally celebrated for his outstanding 
contribution to Indian modem art. The third chapter, G R Santosh the 
Vanguard of Neotantric Art, attempts a comprehensive analysis of Santosh's 
profoundly complex and distinctively individualistic neotantric body of work, 
the paradigm that has placed him in the forefront of Indian modemism, 
especially, during its most crucial and crisis-ridden phase. 
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The Fourth Chapter comprises of the artists of the second generation who 
joined the tribe of modem art around late 60s and early 70s. Mostly as teachers 
of the newly launched Institute of Music and Fine Arts in Srinagar, the chapter 
focuses on each artist's body of work and analyses their individual contribution 
to keep alive the modem art initiatives in particular and their artistic 
contribution in general. Due to the availability of a proper art institute and the 
Jammu and Kashmir Academy of Art, Culture & Languages provided an 
official platform for local modem artists to participate in art competitions and 
art camps. This period is also characteristic of a gradual increase in the number 
of artists. The chapter may look somewhat disproportionate in terms of the text 
written on each individual artist where some are discussed at length while 
others find a relatively little space. The variation and the economy of text is 
largely based on the inverse relationship with the body of work, the element of 
sustained engagement of the artist and also due to the difficulties to locate the 
primary sources. The artists who find a relatively elaborate discussion are 
Gayoor Hassan, Bhushen Koul and M. A. Mehboob. The other artists include 
K.Khosa, A.K.Raina, A.R.John, V R Khajuria, Shiban Kaw and Gokul Dembi. 
In order to arrive at a maximum comprehensive understanding of their works 
and to position their artistic individuality each artist in the chapter is discussed 
under a separate subheading. The similar pattern is followed in the fifth 
chapter, which is also the final chapter, comprising mostly of the artists who 
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were taught by the second generation. However, in the fifth chapter, In the 
Wake of Insurgency - The Present generation - 1985 to the Present, the 
attempt to analyze the impact of the dramatic changes caused by the insurgency 
in 1990s also surfaces while addressing the work of an individual artist 
working in the midst of turmoil. The chapter mainly focuses on the work of 
Shuja Sultan, Masood Hussain, Rajinder Tiku, Shabir Mirza and Shafi 
Chaman. However, the other artists such as Shaiqa Mohi, Zahoor Zargar, Aftab 
Ahmad, Shora Bashir, Iftikhar Jaffar, Veer Munshi and Inder Salim find a brief 
mention. The chapter concludes with a brief monograph on the first truly 
international event in Kashmir organized by Khoj Delhi in 2007. 
It is important to state that the nature of the present study may have been very 
different had it taken place before the insurgency of 1989 when Kashmiri 
Pundits, forming a considerable participation in the modem art scene of 
Kashmir, were, unfortunately, forced by militant uprising to migrate. Now 
scattered in different parts of the country, confronted with different dimensions 
of despair and dilemma, it would require a very special project to negotiate as 
how they address the notion of history, culture and their existential and 
political condition, anticipating a considerable degree of specificity and 
transforaied artistic concerns. 
Devoid of any communal specificity or religious identity, the characteristic 
which is as much a significant an element in the classical psyche of Kashmir as 
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it is a universal attribute of art, the selection of living artists is mainly based on 
three major factors. Firstly only those artists find a relatively elaborate 
discussion who have shown a sustained engagement by active participation. 
The second reason is largely based on the availability and accessibility of the 
artist as a primary source, which gives enough space to explore the intimate 
and the complex nuances of their work. And the third, virtually to foreground 
certain regional specificity, more preference is given to those artists who never 
left Kashmir in spite of various difficulties caused by the violent phase of 
insurgency. In a certain sense the active presence of a working artist was 
indispensible for the ftiture prospects of modem art-practice in Kashmir. 
The recent history of visual art has witnessed a great upsurge as a cultural 
industry accommodating experts from diverse disciplines to launch 
collaborative projects of global concerns. The old elitist or exclusivist position 
of an artist is replaced by a new eclectic paradigm. At the academic level the 
emergence of ambitious cultural theorists has triggered a professional 
seriousness in art criticism and scholarship, in whose crucible the meaning of 
art is subject to a persistently rigorous trial. Confronted with the ever 
challenging socio-political world order the aesthetic engagement of an artist 
was transformed into an intellectual responsibility. The revolution in 
information technology, while making the dissemination of knowledge 
incredibly easy, questioned the very language on which the ego of modernism 
was established. The traditional methods and means of artistic expression, 
which for quite a long time were held as absolute, seemed suddenly redundant 
and obsolete. The influx of new media like photography, text, video. 
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performance, installation transformed the nature of visual art; the relationship 
between artist and art, art and society. The present study, in its concluding 
remark to refer to the event such as Khoj Kasheer, sets forth a certain aesthetic 
urgency to negotiate the political and the personal in radically new and more 
effective mediums. 
The six decades of sustained development since 1950 reveal, at the least, three 
major aesthetic directions. Firstly the abstract-expressionist or the cubist-
expressionist treatment to landscape motifs of artists like Triloke Kaul, Kishori 
Kaul, S N Butt or Kachru is by and large informed by the western standards. 
The second, in fact the most significant dimension, comes by way of revisiting 
the indigenous traditions specifically the Tantra and the Sufi, explored by the 
artists such as Santosh, Gayoor, Shuja. and Masood. The third approach 
incorporates aesthetic variables such the juxtaposition of ritual and actual to 
address the immediate and experiential in works of Tiku and Masood; the 
imagist/narrative mode of Bansi Parimu, Ratan Parimoo and more rigorously 
by Bhushen Koul, Mehboob and later Chaman and Veer Munshi resonate a 
sense of nostalgia and a certain negociation with the recent agony of Kashmirs. 
But above all the main thrust of the thesis is to provide a comprehensive 
historical account of modem art-practice in Kashmir since 1950s. The body of 
the present text also aims to foreground an aesthetic paradigm where from the 
future prospects of cultural practice can draw its inspiration. 
14/14 
MODERN ART IN KASHMIR: 
1950 TO THE PRESENT 
THESIS 
SUBMITTED FOR THE AWARD OF THE DEGREE OF 
doctor of $I|tlo9(opI);p 
IN 
FINE ARTS 
(As A Teacher Candidate) 
BY 
WASIM MUSHTAQ WANI 
(Lecturer) 
Department of Fine Arts 
Aligarh Muslim University, Aiigarh 
Countersignature 
Dr. Zeba Hasan 
(Chairperson) 
DEPARTMENT OF FINE ARTS, 
ALIGARH MUSLIM UNIVERSITY 
ALIGARH (INDIA) 
2011 
?3SE? rM 
T8019 
The Thesis entitled "MODERN ART IN KASHMIR: 
1950 TO THE PRESENT" is b^ng^ sxippUcated by the 
undersigned in fulfillnientvipfv,th^ ;1;«quirem for the 
Award of Ph.D Degree in Fine Arts as a Teacher 
Candidate in the AHgarh Mushm University, Aligarh. 
^ r 
\ 
J 
^ / 
Wasim Mushtaq Wani 
Lecturer 
Department of Fine Arts 
Aligarh, Muslim University, Aligarh 
Dedicated to my daughter, Manal Wani, my wife, Anees Fatima Wani 
and my parents. Prof. Mushtaq A. Wani and Mrs. Saleema Aziz, who 
have been a great source of strength and motivation behind any 
constructive endeavor in my professional hfe. 
DECLARATION 
I, Wasim Mushtaq Wani, hereby declare that the Thesis entitled 
"MODERN ART IN KASHMIR: 1950 TO THE PRESENT" 
is an authentic work and that, to the best of my knowledge and 
belief, it contains no material previously published or written by 
another person nor material which has been accepted for the 
award of any other degree or diploma of the university or other 
institute of higher learning, except where due acknowledgment 
has been made in the text. 
, 1 ^ • 
Dated: ^^ ^' II Wasim Mushtaq Wani 
Place: ^^^.U 4^f-^ (Lecturer) 
Department of Fine Arts, 
Aligarh Muslim University, 
Aligarh 
Countersignature 
Dr. Zeba Hasan 
(Chairperson) 
Aligarh Muslim University, 
Aligarh 
CHAIRMAN 
Dcptt. of Fine Arts 
A.M.U., Aligarh 
ly 
ACKNOWLEDGEMENTS 
I would like to begin by thanking my immediate colleagues and friends in the 
Aligarh Muslim University and particularly the Department of Fine Arts for 
providing me an enlightening academic atmosphere to initiate and peruse the 
present study. I owe a debt of gratitude to Dr. Zeba Hasan, Chairperson 
Department of Fine Arts A.M.U., for showing a great interest and a rigorously 
constant supervision in the development of the present study and above all for 
her faith in my academic capabilities which gave me a lot of strength to 
maintain a sustained interest in the present subject. I am very grateful to Prof. 
Seema Javed, Ex-Chairperson, who was very instrumental to initiate the idea 
which now I can see materializing into a reality. My colleagues Prof. Qazi 
Afzal, Prof. Nazim Ali, Prof. Arif Rizvi, Dr. Rehana Khusru, Dr. Preeti Sayed, 
Dr. Sonawallah Parwaz, Dr. Mushtaq Ahmad Zargar, Dr. Murti, Dr. Kranti 
Paul, for their intellectual feedback, technical suggestions and moral support; 
Mr. Danish, for his assistance in computer applications; Mr. Zulfiqar and Mr. 
Zia, the office in-charge, Mrs. Farhat Mashkoor, the seminar librarian and 
others, too many to enumerate, for help in various ways. The Maulana Azad 
Library, Seminar Library of Fine Arts Department and various other 
departments in the University. 
I am very grateful to all the living artists discussed in the present study who 
generously shared with me their art work, for lending photographs, catalogues 
or all the possible documentary material concerning their work as well as the 
work of other fellow artists and above all their valuable time to discuss various 
nuances of art, their individual artistic experiences and the contribution of other 
fellow Kashmiri artists as a whole. In particular I would like to thank Prof. 
Gayoor Hassan, Ex Dean Institute of Music & Fine Arts, Srinagar, a most 
senior and an eminent artist, who has been a great source of information not 
only about his personal artistic development but also about the history of 
modem art-practice in Kashmir. Prof. Gayoor, being a significant catalyst in 
developing the pedagogical tradition of modem art-practice in Kashmir, shares 
a keen interest in the documentation of various cultural evidences from modern 
to traditional indigenous art fornis. From the very begirming of the present 
study I have paid numerous visits to his studio to discuss about his work and 
the work of various other artists of Kashmir. I am also thankful to Mr. M A 
Mehboob, Mr. Bhushen Kaul, Mr. Shuja Sultan, Mr. Masood Hassan, Mr. 
Rajinder Tiku, Mr. Shabir Mirza, Mrs. Shaiqa Mohi, Mr. Shafi Chaman, Mr. 
Iftikhar Jaffar, Mr. Aftab Ahmad for not only sharing their art with me but also 
in helping me with very useful information about various art related concerns 
in Kashmir. Without their considerate cooperation throughout the period of 
research the present study may not have arrived to this stage. 
I specially thank Mr. Shantiveer Kaul, a noted writer, critic and intellectual 
whose brief monograph on G R Santosh remains to be the most comprehensive 
text possibly ever written on one of the most significant artists of India, for his 
scholarly suggestions, for providing useflil references to locate some significant 
source material about the early artists of Kashmir and for his constant 
encouragement and enlightening support. Mr. Kaul was also helpful for acting 
as a catalyst to get in touch with some of Kashmiri Pundit artists who otherwise 
were very difficult to locate due to the great dispersion caused by the mass 
migration of Kashmiri Hindus since 1990. 
I also would like to thank Mr. Shabir Santosh, son of G R Santosh, who was 
constantly in touch especially in the later stage of the thesis, for providing 
various useful source materials about Santosh in particular and his Kashmiri 
contemporaries in general. 
I am profoundly indebted to Mr. P. N. Kachm and Mr. Triloke Kaul, the 
earliest modem artists and the founders of Progressive Artists' Association of 
Kashmir in 1948, for sharing their unique and authentic accounts, observations 
and critique of the history of modem art-practice in Kashmir. 
1 must thank Showkat A. Kathjoo, who among my artist-friends in Kashmir 
was a constant help to furnish me with any possible infonnation or 
documentary material that I may have missed out during my surveys. Tanveer 
Ajsi, a friend perusing his post-graduation in the history of art from M S 
University Baroda, was a great help in providing some rare and profoundly 
useful documentary material about some important Kashmiri artists who 
availed a formal training from Baroda in the early 60s and 70s. 
Tariq Kabli, G R Hasrat Gadda, Noor Mohd. Bhat, Muzamil Jaleel, Asrarul 
Haq, Arshi Aftab the local art critics and art connoisseurs whose sustained 
contribution to promote art awareness in Kashmir served as a useful and 
authentic documentation material. Prof. Shafi Shauq, a noted Kashmiri poet 
and head department of Kashmiri, Kashmir University, Prof. Gulshan Majid, 
head West Asian studies and Prof. M H Zaffar, whom I frequently visited for 
intellectual exchange. 
Thanks are due to my teachers at IMFA Srinagar, the Institute's library and the 
relatively remarkable collection of art works done by some of the reputed 
Indian artists as demonstrations to students during various occasions; The 
archives of J&K Academy of Art, Culture and Languages, Srinagar/Jammu, 
for providing all the possible documentary material in the form of catalogues, 
brochures, handbooks and journals. Among its staff I must thank Shafaq Sopori 
in particular, a noted Kashmiri poet who also served as an editor in the 
Academy, for his tireless efforts to furnish whatever was demanded in the 
course of the present research; Allama Iqbal Library, University of Kashmir, 
S.P.S. Museum, Lai Mandi, Srinagar; teachers and friends of Kala Bhavan, 
Visva Bharati Santinekatan where in 2003 I submitted my Dissertation entitled 
Story of Modem and Contemporary Art in Kashmir, which served as a useful 
preliminary draft for the present study; Kala Bhavan, Santinekatan Library; Art 
Heritage, Triveni Kala Sangam, N Delhi; NGMA collection and library, N 
Delhi, Lalit Kala Library, N Delhi, The library of Khoj Studio, Khirki, N Delhi. 
CONTENTS Page No. 
INTRODUCTION 1-21 
CHAPTER I 
A CAPSULE HISTORY OF MODERNISM IN INDIA 22-56 
CHAPTER II 
INCEPTION OF MODERN ART IN KASHMIR 57-102 
THE FIRST GENERATION 
1950-1970 
CHAPTER III 
GHULAM RASOOL SANTOSH 103-160 
THE VANGUARD OF NEO-TANTRIC ART 
CHAPTER IV 
SECOND GENERATION 161 -208 
1965-1985 
CHAPTER V 
IN THE WAKE OF TURMOIL 209-271 
THE PRESENT GENERATION OF ARTISTS 
1985 to the Present 
CONCLUSION 272-276 
BIBLIOGRAPHY 
BOOKS 
JOURNALS, PERIODICALS AND MAGAZINES 
CATALOGUES AND BROCHURES 
NEWSPAPER REPORT AND REVIEWS 
INTERNET SOURCES 
INTRODUCTION 
I950's, as stated in the main title of the thesis, marks a significant moment in 
the modern history of Kashmir. In the poUtical domain the post-independence 
forces, the post-partition dilemma and the subsequent dissolution of Dogra 
sovereignty had a mobihzing influence on the socio-cultural life of Kashmir. 
The period is also significant in the democratic and communal life of the 
Valley, often encapsulated in the term Kashmiriyat, which alludes to the 
communal harmony and cultural homogeneity shared between Kashmiri 
Pundits and Muslims. In November 1947, interestingly when India's 
independence and partition was hardly a few months' old history, an 
organization named National Cultural Front was founded in Srinagar. The 
Front served as a socio-politico-cultural platforai for poets, dramatists, 
musicians, writers, aspiring young artist and the general intelligentsia of the 
times. Among its founder members such as P.N. Kachru, an aspiring young 
artist, played as a catalyst to bring other artists of the Valley together under one 
platform. The Front, by and large informed by political motives and a social 
propaganda of freedom and democracy in Kashmir, was also instrumental for 
encouraging the earliest artists who reflected a passion for modem art-practice. 
Among its various cultural manifestations, however, it was mainly poetry and 
theatre which assumed a relatively greater performance and public appeal. 
Several plays, motivated by the political currents of the time, were written and 
staged to demonstrate the Fronf s ideological viewpoint. Among some early 
prominent local play-writers such as Dina Nath Nadim and Amin Kamil whose 
satire and humor is seeped with the public discourse. Nadim is known for his 
operas, like most popular Bombir ti Yambirzal, (The Bumblebee and the 
Narcissus), which is held to be the first opera to be published in Kashmiri. Or 
Me Chhum Aash Paghich (I am hopeful of tomorrow), is explicit in its social 
message as a plea for peace in the troubled and uncertain times of political 
instability and apprehensions of war. Infonned by Progressive discourse, 
political mobilization and the concepts of secularism he is often held to be 
among the forerunners of modem Kashmiri literature. These early writers 
contribution is also significant in terms of decentralizing the then existing 
linguistic hierarchy. By foregrounding the cultural importance of their mother 
tongue, Kashmiri, which until then was merely a vernacular. They switched 
over from the so-called elitist position of Hindi or Urdu and wrote in Kashmiri. 
In the late 40s the establishment of Radio Kashmir became a most popular 
platfonn and the most effective medium of promotion for literary initiatives. 
The other significant development in terms of serving as a cultural platfonn 
was Jammu and Kashmir Academy of Art, Culture and Languages launched 
both in Jammu and Kashmir in 1958. During this time there was a relatively 
great upsurge in literary domain of the Valley. Many new clubs were formed 
across the state showcasing a variety of theatrical genres from comedy to socio-
political satire. This tradition saw a more or less sustained enthusiasm until the 
bloody insurgency in early 90s launched a new chapter in the modern history of 
Kashmir. 
Besides the emergence of theatre which had an active participation for about 
four decades since Independence, poetry, however, has a long and rich tradition 
in Kashmir. Kalhana, widely known as the great historian, was essentially a 
poet. The dichotomy, which has baffled many fuhire academic historians, 
remains, however, as significant a paradigm as, perhaps, the de-
constructionistist's approach where all writing, be it social sciences or 
humanities, is essentially a creative process. But then the argument may find a 
certain validation if considering the fact that Nietzsche's Thus Spake 
Zarathustra finds its future relevance not as a work of poetry but as a 
philosophical treatise. In the similar vein Kalhana may have shared the same 
fate. However, in the present context it is in its poetic sensibilities that Kashmir 
has contributed some of the most representational examples of literature. Down 
the line of history pregnant with the dramatic accounts of rajas and rulers, 
oppressors and oppressed, philosophers and aestheticians, Sufis and Saints the 
present character of Kashmir bears more relevance to the historical moment 
when a certain synchronization between Hindus and Muslim took place, 
anticipating a special identity which later found a certain ideological consensus 
in an oft-used tenn Kashmiriyat. 
It is generally believed that no other Sufi or religious leader of central Asian 
and Persian origin influenced cultural life of Kashmir so profoundly as did Lai 
Ded and Sheikh Noor-ud-din Rishi, in the late 14"^  century almost close to the 
golden period of Kashmir during the reign of sultan Zain-ul-Abidin.' 
Dr. Majrooh Rashid in his analysis of Kashmiri poetry refers to the element of 
introspection working as some kind of Zeitgeist or the collective unconscious in 
the poets of the Valley right from Lai Ded to the present. 
...They (Kashmiri poets) have loved to sing of the spiritual aspect 
of human life and relatively ignored its material aspect. They 
believed in a life wherein wealth proves of bo vail and difference 
of faith and community become irrelevant and wherein humanity is 
the source of determining values and justice... There are, of course 
poets like Rasool Mir, Mahjoor and others who lived colorful lives 
and portrayed their beloveds of flesh and blood. But the fact 
remains that the hangover of the several hundred years' tradition 
has not allowed even Rasool Mir, Mahjoor and Kamil (modem day 
Kashmiri poets) to be at rest and their collective psyche has 
compelled them to abide by the great tradition, the essence of 
Kashmiri Saivism, Reshut and Islamic mysticism. 
It is important to notice that similar introspective element is present in some of 
the important artists, the concerns which finds a considerable mention in the 
chapters that will follow. For instance, in the case of Santosh, who occupies a 
complete chapter, the Reshut and Islamic mysticism works as a significant 
undercurrent in his neotantric body of work. The other artists who reflect a 
deep sense of inwardness or introspective attitude are Gayoor Hassan, in his 
recurrent theme of Sadhana. To invest his work the quintessential spirit of the 
mystical heritage and as a tribute, his recent series of works incorporates, in a 
direct and deliberate stance, the very text of Lai Ded's Vakhs and Nund Rishis 
Shrukhs. Shuja Sultan's, however, horizontally, contemplative or introspective 
mode seeks some kind fusion between Santosh's precise geometric and 
architectonic permutations, the secretive ambience of the mystical associations 
by referring to its metaphysical and poetic metaphors and the subconcoius of 
surrealism. There is a striking co-relation between Kashmir Saivism and Vaak-
Shruk temper of Lai Ded and Nund Rishi. According to P .N Pushp the poetic 
philosophy of the two poets owes its evolution to a long historical process of 
interaction, of pragmatic acceptance and thoughtful rejection, of liberal 
incorporation and realistic assimilations. Referring to the evidences of Harihara 
concept of Kashmir sculpture of eight century, Pushp describes: 
...The Harihara of Kashmir quite tellingly signifies the 
essential unity of Godhead and, therefore, of the followers of 
various paths. The iconographic peculiarities of the ideations 9i.e., 
the three-headed Maheshamurti Shiva and the Four-faced Vishnu), 
have, herein, merged into a single three faced form artistically 
balancing the right half of Shiva with the left half of Vishnu. Such 
a configuration could not have appeared in stone unless it 
corresponded to some sort of similar cerebration somewhere 
around, at least in aspiration, if not in action. That the inspiration 
for such an ideological unity was widespread in Kashmir is 
corroborated by the pronouncement of the Nilamata that Shiva and 
Keshava are essentially one, and six hundred years later, Lai Ded 
echoed the same conviction in a wider range of unified variety.'' 
The element of 'unity in diversity' being a characteristic outlook of Kashmir 
Saivism, which developed by assimilating some features from Buddhist, 
Vaishnavite and other esoteric cults, and by the time of Lai Ded (c. 1350) 
steered clear of all the types of divisive ritualism, including idol-worship. It is 
in this insightful evolutionary moment which gave Kashmiri literature the 
immortal Vaak of Lai Ded and in the dualistic stance illuminated the ennobling 
Shnik of Nun Rishi. The fornis of poetry and its spiritual/emotional content 
that seeped into the very matrix of Kashmiri psyche still finds echo in the 
cultural manifestations of modem times. The plea to do away with worshiping 
the idols and instead seek within is so elliptically profound in this couplet: 
Why besmear yourself with dust and ashes; 
Why not be just as you are. 
Nund Rishi, while principally in good faith with the Islamic mysticism of 
Central Asian or Persian Sufi order, was an ideal complimentary to the 
humanism of monistic Kashmir Saivism and especially its orientation in the 
thought or poetry of Lad Ded. The memory of Kashmir history is pregnant with 
some revealing and profoundly telling anecdotes of their spiritual 
companionship. This great encounter of the seer and the disciple anticipated 
what came to be known as the Rishi order of Kashmir. It is largely due to this 
historical event that Kashmir became a perennial example of communal 
harmony even in the worst times of communal crisis. This Sufi orientation and 
mystic attitude has outlived the pranks of time. It has found its way in modem 
day poetry which resonates with the transcendental stance of Sufi thought. The 
modem day poets like Ahad Zargar, Rahim Sahib, Rehman Dar, Shah 
Qalandar, Asad Parray, Swacha Krai, Shams Faqir and many others enjoy an 
astonishingly powerflil local appeal and popularity among all classes of the 
people, be it an elite or a simple fanner. 
Early accounts of visual art 
In the domain of its visual culture the historical account of Kashmir is draught 
with discontinuity and obscurity. In fact, quite interestingly, the early history 
of Kashmir's visual culture, especially its plastic arts, is as much clumsily 
documented as its most recent history of modem art. However, in order to 
imagine a certain link with the past, it is important to make a few 
representational references to some brief accounts, largely hypothetical or 
speculative, where writers at various occasions have mentioned about various 
cultural encounters and activities which may have influenced, motivated or 
generated certain types of art in Kashmir. It is largely with the help of authors 
like Karuna Goswamy, in her book Kashmir Painting, Assimilation and 
Diffusion; Production and Patronage, and W. R. Lawrence's The Valley of 
Kashmir that the references find its sources. 
Harwan is one of the earliest archaeological sites in Kashmir to yield important 
artistic remains. The Buddhist monastery at the site was founded under the 
Kushans (second century AD), and was enlarged in the period of the Hunas 
(mid-fifth century AD). From roughly around fourth century the terracotta tiles 
from Harwan are often referred to as the earliest surviving artistic remains in 
Kashmir. Harwan is one of the earliest archaeological sites in Kashmir to yield 
important artistic remains. The stamped decoration on the tile shows crouching 
ascetics in the central band, with a row of geese below and a railing with 
figures above.^ Believed to be originally a site of some ascetic sect called the 
Ajivikas which was later appropriated by the Buddhists, the naturalistic 
treatment is suggestive of the Gandharan influence for Kashmir formed an 
important part of the Kushana Empire. 
In the 7th and 8th centuries, likely under the influence of Lalitaditya of Karkota 
dynasty, one of the greatest of kings, the most significant developments took 
place in respect of arts. The famous accounts of Goetz referring to the 
enormous artistic activity under Lalitaditya, who is known to have made an 
enonnous collection of artistic riches from his famously remembered 
campaigns, "golden and silver idols, copper statues, jewellery, treasures of 
every type".'' Goetz also describes his insatiable artistic tastes who like Akbar 
invited artists from as far as his empire extending from Bengal to the borders of 
the Arab Caliphate and from Central India to the borders of China. One can 
imagine the variety of influences to give rise to a heterogonous style 
incorporating sources from Gandharan, Gupta, Chinese and even Syrian-
Byzantine. The sun temple at Mrtand is believed to be manifestation of cross-
currents flowing from Roman, Byzantine, Sassanian and late Gupta elements.'^  
At Parihasapura, northwest of Srinagar, the remains of an immense stupa and a 
whole complex of Buddhist buildings demonstrate the fresh proficiency. The 
stones are often of grand size, including a breathtaking one, measuring 16 x 14 
X 5 ft 6 in. (4.9 x 4.3 x 1.7 m.) and weighing as much as 64 tons roughly. The 
blocks are evenly clothed and fastened by lime mortar (a practice exceedingly 
unusual in India until the advent of the Muslims) or by metal dowels. The 
so-called chaitya, a court with a central temple for the image, deduces in part 
from Gandhara and Buddhism, persists to co-exist, at least until the Muslim 
subjugations and images become more and more syncretic. The singular 
Buddhas and Bodhisattvas from Parihasapura, now in the Srinagar Museum, 
are in a variation of the early post-Gupta style.^ 
The typical iconographic characteristics of Gandhara are the plain moulded 
rectangular bases; the plain circular nimbus, which continued its popularity 
with Kashmiri sculptors, well into the Utpala period; the inlaying of the eyes 
and the urna in bronzes; the shape of the Buddha's face; the puffed and fleshy 
cheeks, the small but full lower lip as well as the large staring eyes; the rock 
formations under the seat with occasional animals seen emerging from their 
lairs. Likewise, iconographic features seen on the Vishnu-Vaikuntha images, or 
on the greaX prabha from Devsar, for instance, the arrangements of the heads in 
many tiers on the eleven-headed Avalokiteshwara, the emphasis on the pectoral 
muscles, must all have come from diverse sources, but were subordinated to the 
Kashmiri vision as it emerged between the sixth and twelfth centuries. 
In painting, there are few survivals in Kashmir before the eleventh century. The 
Chitrasutra of the Vishnudharmottara Purana, believed to be of Kashmiri 
origin, is full of remarkable details, information and insights, is one of the 
seminal texts on the art of painting as it was practiced in India around the sixth 
and seventh centuries, and can easily be seen refereeing indirectly to such 
paintings and sculpture as would have been within the experience of its 
Kashmiri author. However, the important eighth century text Nilamata Purana, 
does make some references to the evidence of painting but not until eleventh 
century we could trace any remarkable evidence of painterly tradition. It is only 
during eleventh century we encounter a dramatic evidence of murals of Alchi 
in the Buddhist monasteries in Ladakh." As Karuna Goswamy describes: 
The murals, however, have survived and lead us into a 
wonderful, richly textured world. The shrines at Alchi have 
gigantic Bodhisattva figures in stucco, with magnificently painted 
dresses, the entire area of their enormous dhotis covered with 
figurative and decorafive panels. A view of the world of those 
times seems to have been condensed in these paintings n the 
garments of the Bodhisattvas. Apart from this, there is much else 
on the walls. There are evidently several layers of work, and not 
everything appears to have been done at the same time, but the 
earliest work belongs clearly to the eleventh century. Here the 
commingling with the Buddhas, Bodhisattvas, Taras, Mahakals 
and Siddhas are whole mandalas with figures gliding through the 
skies, horsemen, warriors, kings and queens seated carousing, 
earnest conversations in progress, hunters coursing afl;er game, 
bulls and elephants, tigers and leopards, fantastic makaras and 
gajasimbas. The images seem to be drawn fi-om an extraordinary 
number of sources. The treatment of the figures, the costumes that 
they wear, the fumiture that one sees, the pattems of textiles and 
caparisons - all bespeak at once of influences and borrowings.'^  
Pal P, as cited from Goswamy's book, while referring to the murals of Alchi he 
makes a profoundly poetic description at once reminiscent of Santosh's 
neotantric paradigm: 
In this supra-mundane Universe, neither space nor time has 
any reality, nor is there any day or night; there are no shadows or 
internal sources of light within any of the compositional frames. 
Surfaces, whether filled with mandalas, paradises, scenes of 
discourse, epiphanies of the Tathagates and Bodhisattvas or 
narrative scenes (where time and space do play a role), are 
uniformly lighted...they appear to dissolve the hues that define 
them so that the entire composition becomes an abstract design of 
shapes and colors".' 
From the advent of Muslim Sultanate in Kashmir in the middle of the 
fourteenth century, which anticipated a new set of links with the Muslim world 
especially Persian and the Arabic the cultural assimilations shifted from the 
mixed Brahminical and Buddhist sources to the Islamic influences. The advent 
of Muslim Sultanate started off peacefully in its early phase, but with the 
accession to the throne of Sultan Sikandar, known Butt- Shikan, the idol-
breaker, whose is notoriously known for his radical and iconoclastic mass 
destruction of old temples, the Hindu/Buddhist artistic evidences were almost 
erased froin the landscape of Kashmir. However, as soon as the great Zain-ul-
abidin came to the throne in 1420 A.D., the Kashmiri's history entered in a new 
cosmopolitan and secular era, marked as the golden period. The Sultan not only 
patronized Muslim inen of letters but also Pandits versed in Sanskrit learning. 
During his reign a large number of distinguished scholars, poets, historians and 
philosophers shaped the course of Kashmiri's intellectual life. However, 
strangely, there is hardly any evidence of artistic traditions. In fact, the whole 
period from Sultanate through Mughals between eleventh and the seventeenth 
century there is no discemable evidence of a recognizably Kashmiri painting. 
The references that one often comes across are about the works done in 
Kashmir but essentially froin outsiders, done by artists during a temporary 
sojourn in the valley, or by an itinerant artist working on commission in the 
course of professional travels. 
Towards the end of seventeenth century, as Karuna Goswamy assures after 
cruising along the mist and obscurity in the midst of numerous references inade 
by various authors about the possibility of a native Kashmiri artist in the 
occasions when artist from different schools of painting travelled to Kashmir 
and stayed there for a great deal of time to engage with their work, the style 
seems to be well-formed, evolved, with an identity of its own, not simply a 
provincial version of Iranian work that it is sometimes taken to be. While 
describing the special characteristics of Kashmiri painting Goswamy writes: 
Figures in most Kashmiri painting are generally quite 
summarily drawn with no attempt on the painter's part to bring out 
the extraordinary possibilities of the human body with all its grace, 
flexibility, variety and subtlety. In this he is very unlike the Pahari 
painters who delight in the human form and its countless attitudes 
and flexions. Not everything in Kashmir painting is stiff and 
frozen: there are stances, gestures, at times even expressions, that 
change according to the context, but much is strictly iconographic, 
and not informed by the joy that a painter might derive in 
rendering the human form...In respect to the treatment of the 
female body, the painter's reluctance to trace its contours carefully, 
to bring out the feminity of figures, is very marked. He goes often 
to the extent of suppressing the area of the breasts; no fleshy 
charms are even hinted at. This might derive in part from the 
Persian tradition where, at places, an almost deliberate ambiguity 
is employed... A remarkable feature of Kashmir painting is the 
almost complete lack of interest in portraiture of any kind... The 
principal, even the predominant concem for the painter appears to 
be design. Nearly all things are conceived as elements in a design: 
men, women, vehicles, animals, fiimishings, landscape, and 
architecture included. The painter's approach is not materially 
different from that of a naqqash who sat down to work out 
attractive designs, and arrangements and color schemes for shawls, 
carpets or pen-cases. This is possibly taking a harsh view of 
Kashmiri painting, but this reluctance to become involved in 
individuals, in relationships, in the psychological aspects of human 
beings, could be seen as defining the terms on which the painter 
needs and expects to be understood. 
These facts elucidate some very interesting characteristics of Kashmiri painting 
that exists somewhere between seventeenth century to early twentieth century. 
Their more or less non-representational mode, the apparently stiff stance, the 
precedence of design over portraiture, although quite reminiscent of Persian 
iconography, share something strikingly similar with the more or less abstract 
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orientation of most of the modem artist of Kashmir. Not necessarily on the 
rehgious grounds, as it would be a somewhat prejudicial to presuppose that 
Kashmir of the post-independent India shared any such inhibitions, but yes one 
can attribute this position to mystic or Sufi orientation of a Kashmiri creative 
sensibilities. 
However, there are at the same time remarkable evidences of conspicuously 
figurative mode of painting adopted by some individuals in the early twentieth 
century. Ratan Parimoo, in his lucid scholarly essay discovers a distinctively 
Kashmiri genre of painting in the autobiographical adaptations of Naran 
Murtzagar, an individual artist who belongs to the tradition of Indian miniature 
paintings of Pahari school of Punjab and Himachal Pradesh. 
...Naran Murtzagar earned his livelihood through painting, 
he would distribute his work freely to the priests and to his 
relatives during the annual puja or religious ritual, that he regularly 
performed. The predilection for incorporating his self- portrait into 
the paintings is usual. There is one showing him carrying Radha 
and Krishna on his shoulders, an interesting adaptation of 
Hanuman carrying Rama and Lakshmana. In this painting it is not 
quite clear whether the artist himself is seated or flying in space. 
This iconographic adaptation, where the artist is holding the feet of 
the deity in his right hand, indicates intense Bhakti. The deities on 
each shoulder hold each other's hands, encircling the turbaned 
head of the painter. This may represent the vision that the artist has 
of his sahasrara as his kundalini is aroused through his sat chakras 
as tantric meditation. In the symmetrical arrangement of this 
painting there is an element of asymmetry. This is evident through 
the depiction of the eyes which slant towards the right but are at 
the same time fixed in a trance. It is surmised that one of his 
sources of inspiration was the Krishna Lila poems composed by 
the eighteenth century Kashmiri poet, Parmanand. 
The other self-portraits or autobiographical adaptations reveal a similar Bhakti 
preoccupation with various sacred icons. It is interesting to notice that 
Murtzagar's thematic position as a devotional artist, for engaging with religious 
concepts of dhyana or the tantric rituals like kundalini, in distinctively 
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autobiographical adaptations anticipate a possibility of an archetypal or 
evolutionary link to the aesthetic paradigm of modem Kashmiri painters such 
as Santosh or Gayoor Hassan. 
The Inception of Modern Art Practice 
The earliest evidence of modern art practice, however, implicitly, can be traced 
back to the early twentieth century, roughly around 1910, when the first 
Technical Institutes of Art were launched in the four major pockets like 
Srinagar, Jammu, Anantnag and Mirpur (now in Pakistan). The Amar Singh 
Technical Institute of Srinagar was establishment by Maharaja Pratap Singh 
with the patronage of Sir Walter Lawrence, the settlement commissioner of 
Jammu and Kashmir. These schools trained students in engineering, floral 
design, clay modeling, painting, carpentry and smithy. These institutes were 
modelled on the British pattern of Victorian academic realism, which included 
a set number of studio practices like drawing from the model, nature studies in 
watercolor, portraits from life and oil painting. Most of these painters preferred 
the landscape idiom, possibly because the scenic beauty of Kashmir was the 
most captivating and unavoidable subject. 
However, not all the students who passed out from these institutes became 
artists, a vocation which besides a fair knowledge of skills demanded a great 
enthusiasm, ambitiousness and above all monetary support. Most of the early 
batches of students either joined a school as an art teacher or while others faded 
in obscurity. Among the earliest artists Dina Nath Wall remains to be the most 
senior who shares a relatively fair success as a landscape artist, which finds 
some discussion in the beginning of the second chapter. 
1950s 
During the early days of post-independence, while the political space of the 
Valley was fraught with apprehensions of war, the ever severing relationships 
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between India and Pakistan, the after-effects of the bloody partition, and the 
issue of Kashmir, artists on the other hand were busy negotiating the forward-
looking ideas of Progressive movements. A few young artists, mostly the ones 
who had done their elementary course in the fine arts from the Amar Singh 
Technical Institutes, were seen showing up in the early encounters with some 
famous artists of India. These special encounters with the modem Indian artists 
and modem art in general are the earliest evidences of local participation. The 
mention of the artist may not always be based on the analytical approach or 
aesthetic validation; however, the artists who have shown sustained and 
sustainable aesthetic/artistic concerns will occupy the better half of the present 
study. 
In the first chapter, a Capsule History of Modern Art in India, a brief outline 
of the history of modem art in India will serve as a backdrop to delineate a 
concise historical account of modem art activities in Kashmir. The recent 
upsurge in art practice, the free market, and the scholarship has widened the 
scope of debate around modemism in India - pushing it towards the more 
complex and open-ended interpretations. The 1950s, being a starting point of 
the present research, is an offshoot directly linked to the tensions between 
global modemity and national specificity which characterizes the post 
Independent India. Interestingly, the celebrations of India's Independence in 
1947 coincide with the foundation of the Bombay Progressive Group. And so 
does the crisis in rising from the slumber of the colonial past and the slaughter 
of partition to embrace global modemization. However, being largely 
apolitical, the Groups independence can be seen in tenns of overcoming the 
stiffly nationalist indigenous conventions foregrounded by Bengal School and 
opening themselves to global influences. In the 1940s and 50s saw many 
groups emerging in Calcutta, Bombay, Delhi and Madras who claimed 
different altematives to Indian modemism. But it was the Bombay Progressives 
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who can be conveniently understood as modernist for addressing the global 
challenges of art in a sustained way which paved the way for the first 
generation of artists in Independent India to position themselves 
internationally. Indian art during 1950s and 1970s became more International 
as some of the major Indian artists plunged into non-figurative art of 
abstraction and fonnalism, the language adapted by some of the pioneering 
western artists of the same period. However, implicitly or explicitly, most of 
the important Indian artists remained attached to the figure, which surfaced in 
the fonn of a shadow of the self, a sign, a scribble, a form or a statement. 
The post 70s era is charged with the rising demands of the free market, greater 
investments in Indian modem art, and connoisseurship. The metropolis saw the 
influx of new private art galleries venturing to invest in art, which boasted the 
art market to a considerable height. 
The major force of the period comes from M S University Baroda whose 
ideological stand marks a decisive departure from the elitist urban avant-
gardism and strongly rejects the post-Independent non-figurative art as playing 
hostage to western capitalism. The characteristic significance of this period is 
foregrounded in the vigorous return of the Narrative art and new pictorialism; 
the appropriation of multiple view point of Indian miniature, the Pop and the 
postmodern concern for bridging the gap between the 'high' and 'low' art or 
between the artisan and the modem artist, and the socio-political commitment. 
Magic realism as an allegorical paradigm, especially preferred by the third 
world writers from Gabriel Garcia Marquez to Salman Rushdie, was also 
incorporated by filmmakers and artists like Krishen Khanna, A. Ramachandran, 
Gieve Patel and the most daring hyper-realist Bikash Bhatachargee. 
The 1970s is also significant for seeing a considerable rise in the presence of 
women artists. 70s is the peak moment of the postcolonial feminism where we 
find some of the women artists actively engaged with the similar issues. 
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However, it is often found problematic for an individual woman artist in India 
to safely identify with the feminist ideology. But the element of gender 
difference in the position of a self-conscious woman artist emancipated a space 
quite unlike and distinct from the male artist's worldview. In the past 100 
years the psyche of an artist, in India and the third world alike, has lived under 
the inevitable spell of western cultural hegemony. In spite of the seemingly 
privileged positions offered by the postmodernism's transgressive/transnational 
ideology the colonial/imperial hangover is still heavy. On the one hand 
International auction houses like Christie's, Sotheby's, and Bonhams, are 
investing in Indian modem art and on the other hand the anxiety related to the 
parameters of authenticity and genuineness of art between west and east is 
equally being strongly felt. 
The second, fourth and the fifth chapter are structured on a generational 
pattern comprising three generations since 1950, while the third chapter is 
entirely devoted to G R Santosh for the sheer scale of his work. However, apart 
from the age factor, the classification based on generations does not always 
reflect any stylistic development or conceptual difference. Neither does it 
always amount to the death or a certain retirement from the art practice. There 
are, for instance, some artists who virtually belonged to the first generation but 
are still actively participating. Each generation is marked by a difference of 
two decades, which does not necessarily suggest a significant shift in the art 
practice or any radical change in the socio-political space but is largely based 
on the participation of new artists to provide a sense of vitality to the tradition 
of working with the modem vocabulary. In order to arrive at a maximum 
comprehensive understanding of their works and to position their artistic 
individuality each artist is discussed under a separate subheading. It is hoped 
that this somewhat arbitrary stmcture may be helpftil in terms of delineating a 
comprehensive, and perhaps indiscriminate, historical documentation of the 
modem artists of Kashmir. 
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The second chapter, Inception of Modern Art in Kashmir, represents the first 
generation of Kashmiri artists whose work, partially or uncompromisingly, 
embodies the modem art idioms, comprising of artists such as Dina Nath Wall, 
Somnath Khosa, S.N. Butt, Triloke Kaul, P.N. Kachru, Kishori Kaul, Nisar 
Aziz, M.Sadiq, Suraj Tikoo, Bansi Parimo, Ratan Parimoo and Manohar Kaul. 
The chapter narrates the historical account beginning with the event when some 
local artists engaged themselves on the ideology of the avant-gardism of the 
Indian/International modernism and thus anticipating the inception of modern 
art in Kashmir. It is in this context the cultural front, as discussed above, makes 
its relevance to the first modem art initiatives in the Valley. 
In 1948 the first self-consciously modem art group called Trio was foraied by 
the three active members of the Front P N Kachm, S N Bhat and Triloke Kaul, 
which eventually was renamed as progressive Artists' Association in October 
1948. In May 1949, the association held its first show in Srinagar. Among 
some of the influential people who witnessed the show was Percy Brown who 
declared: "the movement aptly represents the progressive trend by bridging the 
abysmal gulf of five hundred years, thus linking the tradition with present."''' In 
the same year Raza organized a two-man show of S N Butt and Triloke Kaul in 
Bombay, which remains to be the first ever exhibition of modem local artists 
outside Kashmir. Synchronizing with the Progressives spirit as foregrounded 
by groups like Calcutta, Bombay, Delhi Silpi Chakra in 40s and Madras 
Cholamandal in 50s the Progressive Artists' Association of Kashmir was 
founded roughly in the same time with the experienced patronage of S H Raza. 
The most important factor that defines the course of the future development 
and participation of local artists is mainly due to two reasons. Firstly because of 
Raza's active presence in the Valley which anticipated a certain space where 
many aspiring individuals could share their dreams of artistic ambitions and 
secondly artists like Triloke Kaul, the first local artist to study in M S 
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University Baroda, followed by Ghulam Rasool Santosh and Kishori Kaul 
brought with them a lucid and academically articulate vocabulary of Indian 
modem art in Kashmir. And thus, it is important to note, the Kashmir's modern 
art scene follows the evolutionary link between the outward avant-gardism of 
Progressives and the inward, more self-conscious, alternative modernism of 
Baroda. However, not all the artist mentioned are widely discussed, primarily 
because, while some of them did not show a sustained development in terms of 
their relevance to the spirit of modem art and other remained somewhat 
provincial in their aesthetic aims. 
In spite of the fact that the artists like Triloke Kaul, Kishori Kaul, Ratan 
Parimoo and Bansi Parimu, who have shown an active engagement as artists, 
the scale of G. R. Santosh's contribution is unthinkable in proportion to any 
other artist of the Valley. Santosh remains to be the only Kashmiri artist who is 
intemationally celebrated for his outstanding contribution to Indian modem art. 
The third chapter, G R Santosh the Vanguard of Neotantric Art, attempts a 
comprehensive analysis of Santosh's profoundly complex and distinctively 
individualistic neotantric body of work, the paradigm that has placed him in the 
forefront of Indian modernism, especially, during its most cracial and crisis-
ridden phase. 
The fourth chapter comprises of the artists of the second generation who 
joined the tribe of modem art around late 60s and early 70s. Mostly as teachers 
of the newly launched Institute of Music and Fine Arts in Srinagar, the chapter 
focuses on each artist's body of work and analyses their individual contribution 
to keep alive the modem art practice in particular and their artistic contribution 
in general. Due to the availability of a proper art institute modelled on Baroda 
curriculum and the Jammu and Kashmir Academy of Art, Culture & Languages 
set up in 1958 and declared as autonomous body in 1963, which patronized the 
Institute and provided an official platfonn for local modem artists to participate 
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in art competitions and art camps, this period is also characteristic of a gradual 
increase in the number of artists. The chapter may look somewhat 
disproportionate in terms of the text written on each individual artist where 
some are discussed at length while others find a relatively little space. The 
variation and the economy of text is largely based on the inverse relationship 
with the body of work, the element of sustained engagement. The artists who 
find a relatively elaborate discussion are Gayoor Hassan, Bhushen Koul and M. 
A. Mehboob. The other artists include K.Khosa, A.K.Raina, A.R.John, V R 
Khajuria, Shiban Kaw and Gokul Dembi. 
The similar pattern is followed in the fifth chapter, which is also the final 
chapter, comprising mostly of the artists who were taught by the second 
generation. However, in the fifth chapter In the Wake of Insurgency - The 
Present generation -1985 to the Present, the attempt to analyze the impact of 
the dramatic changes caused by the insurgency in 1990s also surfaces while 
addressing the work of an individual artist working in the midst of turmoil. In 
this chapter the main focus is on the work of Shujah Sultan, Masood Hussain, 
Rajinder Tiku, Shabir Mirza and Shafi Chaman. The chapter also highlights, 
however briefly, the other artists such as Shaiqa Mohi, Zahoor Zargar, Aftab 
Ahmad, Shora Bashir, Iftikhar Jaffar, Veer Munshi and Inder Salim. The 
chapter concludes with a brief monograph on the first truly international event 
in Kashmir organized by Khoj Delhi in 2007. 
All the four chapters, from second to fifth, are supplemented with colored 
plates (images of the art works). The plates are placed at the end of the each 
chapter to make it easier to refer back to the text. The selection of images of the 
art works is largely done in a way to show the development of the individual 
artist from the early stage to the later stage. The images are drawn from 
different sources such as photographs taken directly from the artist's studio; 
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thi-ough email correspondence; books, magazines, exhibition catalogues, 
brochures and internet. 
It is important to state that the nature of the present study may have been very 
different had it taken place before the insurgency of 1989 when Kashmiri 
Pundits, foraiing a considerable participation in the modern art scene of 
Kashmir, were, unfortunately, forced by militant uprising to migrate. Now 
scattered in different parts of the country, confronted with different dimensions 
of despair and dilemma, it would require a very special project to negotiate as 
how they address their existential and political condition, anticipating a 
considerable degree of specificity and transformed artistic concerns. 
Devoid of any communal specificity or religious identity, the characteristic 
which is as much a significant an element in the classical psyche of Kashmir as 
it is a universal attribute of art, the selection of living artists is mainly based on 
three major factors. Firstly only those artists are discussed who have shown a 
sustained engagement by active participation. The second reason is largely 
based on the availability and accessibility of the artist, which gives enough 
space to explore the intimate and the complex nuances of their work. And the 
third, and seemingly peculiar reason, lies in its specific focus to address those 
artists who, in spite of the fact that they never left the Valley, are very much 
actively engaged with their work. The active presence of a working artsit was 
indispensible to sustain and guarantee the future prospects of modem art 
development in Kashmir. Most of the living artists discussed in the fourth and 
fifth chapter are full time art teachers in Institute of Music and Fine Arts 
Srinagar. In this, once again, the tradition reveals its historical link to the 
pedagogic space of Baroda. 
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CHAPTER I 
A CAPSULE HISTORY OF MODERN ART IN INDIA 
Beginnings, be it art or science, liave often been a matter of contestation. There 
is no brief history still that could establish the beginning of time. Same is the 
case with the beginnings of modernism in art whether it is East or the West. 
The older text books on art negotiate with the tenn "'modem' referring back to 
early Renaissance in Europe where Giotto is seen as a revolutionary for 
breaking with the crude Byzantine style of medieval times. His major break 
and contribution lies in bringing the technique of drawing accurately from life, 
which brought the European notion of "modem" close to the classical Greco-
Roman concept of imitation. Throughout Renaissance until the advent of 
Romanticism, (which revolted against the hegemony of classical ideals), the 
concept of '"modem" found its major associations in the classical/realistic 
tradition. However, with the passage of time the word "modem" assumed 
different and often contradictory meanings. It meant as much a thing of now as 
it became a thing of the past. Moreover, it also became possible to perceive art 
not as a linear and deterministic progress but rather a fluid and circular 
phenomena, which unlike West, is generally considered very much central to 
eastern/Asian thought and sensibility. It is interesting, for instance, to bring in 
the element of contingency and shock while referring to different events of 
European modem art. The naturalistic realism, which, more or less, guaranteed 
the modemism of Renaissance to break with the perspective-less traditions of 
the medieval past was, with more force and explicitness, deconstmcted by the 
analytical cubism, the most articulate point of 20th century modem art -
questioning the forward looking avantgardist stand of modemity. As we know 
between Renaissance and early 19**^  century Realism, (both sharing the ideals of 
truth and accuracy), the nature of art saw many shifting points of discontinuity 
and contingency, for instance, in the moments of the Mannerist intervention 
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and Baroque accesses. Similarly, in India we can notice how Rajput painting 
deviates from Mughal realistic/naturalism and assumes a more idealized and 
mannered outlook. At a certain point it may also seem a matter of discontinuity 
to see Rajput painting closer to Safavid (which was the main point of departure 
for Mughal painting) in its love for pure lines and color. The shifting positions 
of revivalist and anti-revivalist stands shared by the artists of Bengal School 
fiirther enhanced the complexity of the evolution of art. In its early phase the 
urgency of finding an indigenous alternative to the Victorian academic realism 
assumed a nationalist 'revivalist' tempo, which was subject to serious criticism. 
And later the students of Abanindranath Tagore (1871-1951), the founder of 
Bengal School, in Santinekatan preferred the immediate and empirical over the 
historicist oriental sense of Indian modem. The story of art as a non-linear and 
considerably conflicting historical discourse becomes more complex in the 
failures or myths of modernism deliberated in the postmodern theories. 
Comparatively, if the sense of 'modernity' is generally attributed to 
Renaissance Florence (c. 1400-1600) for encouraging an impersonal state, 
urbanism, individualism, and objective approach to nature, then it is Mughal 
India (1526-1757), roughly of the same time, for anticipating similar values. It 
is difficult to understand 'why this burgeoning 'modernity' in Mughal India 
failed to take firm roots.'' Whether it was the Hindu caste system or the 
monarchy of the Mughal court for restricting the dissemination of ideas 
borrowed in exchange with other developing civilizations 'modernity' in India 
was subjected to a snail pace as compared to the Europe. However, the open-
minded and pluralistic approach of the Mughal painting, especially in history 
painting and portraiture, shares some of the major concerns identified with the 
classical/realistic values of Renaissance art. In the same vein later Rajasthani 
and Pahari paintings strike a deep chord with the western Romanticism for 
sharing concerns like epic legends of romance, lyricism, a sense of immediacy 
and individualism. One of the major reality checks for Indian art was during the 
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colonial era where the direct exchange with western culture replaced the 
Mughal Rajput naturalism with Victorian illusionistic art. The highly ambitious 
patronization and strategic policies of dissemination devised by the British Raj 
was one big thing, (the one thing that Mughal lacked) which prompted the local 
artists to adapt to the new genres like oil portraits, naturalistic landscape and 
academic nudes. On the other hand this direct contact and access to the foreign 
influence gave rise to the construct of nationhood, which anticipated a 
nationalist movement of resistance and colonialism. "The period is 
characterized, as the noted art historian Partha Mitter states, "by a dialectic 
between colonialism and nationaUsm and the construction of cultural difference 
in a rapid globalization of culture."^ The local artists or 'native artists', (as they 
were initially called to segregate from the elite) on the one hand found 
sufficient avenues to make a living and on the other hand felt disconnected 
from their own heritage. With the passage of time the rise of national 
movement triggered a certain sense of discontent for illusionistic art and artists 
once again, but this time with a sense of anxiety, turned to the pre-colonial 
indigenous past. This seesaw between the tastes, genres and influences is 
characteristic not only of Indian art but, more or less, of the whole global art 
scene of the nineteenth century - a Zeitgeist. At this point of crisis it was Raja 
Ravi Verma (1848-1906) the most successful academic artist who came to the 
rescue by providing a different and more articulate perception of 'modem'. 
The recent developments in Indian art criticism anticipate a more complex and 
open-ended position of modem in India. Ravi Verma's contribution for 
assimilating western technique to articulate Indian subjects by means of which 
he constmcted images of gods from the epic mythological text was suddenly 
perceived as 'modern'.^ Verma's paintings gained a huge national popularity 
partly because he was able to cater the sentiment of the masses by painting 
theatrical presentation of Hindu mythological subjects and partly due to his 
ingenious marketing strategies for starting a printing press in Bombay in 1894, 
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which made it possible to make as many copies of his paintings as was 
demanded. And soon mass-produced oleographs got even more multiplied in 
the form of bazaar prints and calendar art anticipating new methods of cultural 
dissemination, and the fact anybody could now have access to art, is 
tantamount to the Industrial urban ambition of modernity. Venna's major 
contribution and fame lies in his history paintings of ancient Indian epics and 
classical literary works. He meticulously learned the Victorian dialect of salon 
art, especially the skill of oil painting, and articulated Indian subjects, which 
are both conspicuously different from the western carmon and at the same time 
convincingly modem. The hybridity of his art was at one point criticized for 
being 'kitschy' and unspiritual but now seems to have come a long way to be 
addressed as a possible choice in the general paranoia of nationalism and 
modernism. The position of Amrita Sher-Gil (1913-1941) as the first Indian 
modem may be claimed on the basis that she returned to India after being 
groomed in the mainstream western art world in Paris known as the Meca of 
art. However, it was not her immediate contemporary movements in Paris that 
she choose, but instead brought the influence of Post-Impressionism and in a 
certain sense re-enacted Gauguin-Tahiti with the 'poor, downtrodden' and ' 
silent images of infinite submission' of India. She identified with the Post-
Impressionists not only in terms of formal language but also in their 
passionately nonconformist lifestyle and destiny making her a fitting example 
of a modem rebel. Sher-Gil's position is also of considerable importance in the 
feminist context of modem for leading an individual and purely professional 
life in the world of patriarchal chauvinism. In 1934 she retumed to India after 
obtaining training at the famous Ecole-des-Beauz-Arts, Paris. Bom to a mixed 
Sikh-Hungarian parentage she became a living emblem blending East and the 
West. There was something about her enigmatic personality and the fact she 
choose Gauguin's influence, one of the legendary heroes of European modem 
art, out of the host of mainstream styles and movements like Cubism, 
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Expressionism and Surrealism. And her sudden death in 1941 has made her the 
most remembered legend of the Indian modem art history. In her brief career, 
however, she incorporated post-impressionism idiom with indigenous traditions 
like Pahari and Ajanta by which she arrived at a pictorial solution to the 
everyday of life of India marking a considerable difference both from the 
European influence and the local Bengal School. 
It was the emergence of Santinekatan in 1920s that Indian art attained some 
kind of solemn repose and commensurability. Rabindranath Tagore (1861-
1941) being its main architect who devised the educational fomiula of art 
practice that was adherent to the laws of nature. He talked about the art 
manifesting human contact with the nature/environment, which European art of 
the time was more or less disenchanted with. It was Nandalal Bose (1882-
1966) who, especially in his landscapes, realized the dreams of Tagore for 
bringing art closer to nature and nature closer to art. Tagore's initiative was 
remarkable in the sense that the school realized the inevitability of the 
departure from the revivalist historicist temperament of Abanindranath and the 
urgency of the relationship with the local and the immediate - the reflexive 
nexus in which art and its enviroimient can grow into a mutually enriching 
relationship. In this way, particularly in the works of Benodebehari, art was 
rescued from the hypothetical idealized space and became as real as the 
empirical experience. The extensive experimentation of Ramkiner Baij is 
another aspect of Indian modernism symptomatic of his cubist-expressionist 
contemporaries in the west and its future in the avant garde of Bombay 
progressives. The gulf between individualism and institutions is one of the 
important aspects of modem art in general, which finds its specific examples in 
the diverse stands taken up by artists like Nandalal Bose, Benodebehari, and 
Ramkiner Baij the 'reigning trinity' of Indian modem. In the midst of the 
demands of Santinekatan for a definite collective identity the official 'national' 
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position of Nandalal is often contrasted with the more individualistic departure 
from the cannons of institution towards future. "* 
Rabindranath Tagore was more radical in his experimentation than Sher-Gil for 
paving the way towards higher aims of modernism. Tagore's painterly 
intervention in the mid-twenties anticipated the surreal expressionist idiom of 
free associations where scratches, scribbles, erasures, and doodles transformed 
into fantastic melancholic primordial forms. At that time no other artist of India 
enjoyed the serious attention of European intellectuals as Tagore's art works 
did, partly due to his legendary reputation. And partly because of his radical 
imagination for expressing his unconscious obsessions with a sense of awe and 
mystery, which was strikingly reminiscent of his European contemporaries like 
Paul Klee and Max Ernst. Tagore's profoundly personal style is attributed to 
what came to be defined as 'erasures' erupted from the game of creating shapes 
out of crossed-out texts, which interestingly makes a dialectic link with his 
discursive scriptural engagement of a prolific poet. In other words, if one 
feigns to speculate, Tagore's conscious and prolonged engagement with the 
production of text suddenly demanded explosion of images - which attained a 
concrete and plastic presence in the forni of human and animal forms. He 
needed a break from the controlled foraial restrain of the writer and seek some 
kind of refiige in the subjective and spontaneous release offered by the act of 
painfing. His art, however, finds a better license in the European art released in 
the event of Freud's discoveries of the subconscious/unconscious, which 
triggered experimentation in children's art and automatic drawings. 
One of the most exciting moments for modem art movement in India is the 
December 1922 exhibition in Calcutta. With the help of Tagore, an 
International art exhibition was organized where the works of some of the very 
important Bauhaus artists like Paul Klee, Kandinsky, Johannes Itten and others 
was put on display. It must have been an overwhelming experience for the 
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Indian artists to get to see the original works of western modem art. However, 
this event added more to the rising crisis between the disconcerting dichotomy 
between global and the local. On the one hand the rising national resistance 
movement was gearing up and on the other hand Indian art was getting more 
ambitious in realizing global modernism. These seemingly conflicting 
aspirations, the global modernity and national identity, remained the most 
inevitable preoccupation of the twentieth century Indian art. 
The individualistic stance attributed to Rabindranath Tagore and Amrita Sher-
Gil was ftirther discovered in the primitivism of Jamini Roy (1887-1972). 
Roy's development came a long way to find a distinctively individual aesthetic. 
He had to brush shoulders with various styles ranging from academic 
naturalism, Impressionism, and Chinese wash painting until he rescued himself 
from the enchanting of European idioms of art and found his raison d'etre in 
the Bengali folk painters. Taking a break from the mainstream influences Roy 
absorbed and imbibed the unique characteristics of Kalighat painting. The 
astonishing simplicity and deftness of Roy's work was initially motivated by 
the art of Kalighat in its result of the special handling of the pictorial form, the 
sense of volume evoked by the use of shade and light or the skillful linear 
treatment of fonn. Later out of his swadeshi impulse he abandoned foreign art 
materials, like oil painting, and turned to indigenous earth colors and organic 
pigments. And due to the rising anxiety and the ambition to identify with the 
national/modem he renounced Kalighat painting for being liberal, urban and 
colonial and turned to village scroll painting instead. His long journey of art 
with consistent discontent is suggestive of the modernist aspirations for 
individuality and distinctiveness. It shows that his interest in folk art had a 
bigger reason and deeper implications than merely stylistic. As Sanjoy Mallik 
writes about Roy's position in relation to his efforts to work in the manner of 
craft guild of folk artists and yet reflect his work is quite distant. 
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Although his [Jamini Roy's] pictorial style does remind us of the folk 
conventions, his urban self proclaimed itself over and above it, in the way in 
which he remodeled and re structured his sources. The vivacity of his 
references often turned into disciplined and highly refined schema that stands 
at a remote extreme from its source. ^ 
1940s is marked with the significant upsurge in the radical experimentation in 
Indian modem art. With the exemplary and extraordinary individualism of 
Sher-Gil, Rabindranath and Jamini Roy as progenitors, Indian modernism 
geared up in full swing to move along the global forces of art. The Calcutta 
Group was formed in 1943 in the midst of the catastrophic trauma of Famine 
and pestilence. The main members of the group were Prodosh Das Gupta, 
Gopal Ghosh, Nirodh Majumdar, Rathin Moitra, Prankrishna Pal, and Paritosh 
Sen. The Group's ideological stand emphasized an ambitious yearning to seek 
their foraial and stylistic solutions in the western art. Instead of looking 
backwards for indigenous sources they sought inspiration from European artists 
like Van Gogh, Matisse, Picasso, Braque and Brancusi. The Group's 
anthropocentric stand abandoned the old gods and goddesses of epic classical 
literature and replaced it with the 'supreme man' as the protagonist of their 
aesthetic expression. As for as the Calcutta Group's general approach towards 
the west is concerned, they were not unlike other Indian modernists for aiming 
at a modem aesthetic, but their art could not negotiate beyond formal and 
stylistic concerns. Nirodh Majumdar was the first artist to receive a scholarship 
by the French government to visit Paris in 1946 and Paritosh Sen is the only 
Indian artist to have met Picasso. ^ 1940s/50s is also significant for locating 
the earliest events of modem art activities in Kashmir. Such was the influence 
of these Groups that even a place like Kashmir, so remotely far from the Indian 
metropolis, its force could be feh, which inspired local artists to join the 
movement. The possible justification for their claim lies in the very ideology of 
the 'progressives, for their uninhibited advocacy of European examples of 
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modem art 'an opening upto a heritage unrestricted by national/geographic 
limits.'^  
However, it was in the Bombay Progressive Artists' Group that the forces of 
40s found its most articulate expression. The Group emerged in the form of a 
most dynamic artistic force launching a resistance and break from the nec-
romantic rural position of the Bengal School and the anaesthetic art taught at 
the colleges. By 1950s Bombay became the centre of Indian modem art 
engaging enlightened critics and ambitious patrons. F.N. Souza (1924-2002), 
the most articulate and the founder member of the group was accompanied by 
M.F. Husain, S.H. Raza, K.H. Ara, S.K. Bakre, and H.A. Gade. Their rigorous 
determination to realize the kind of art that was 'entirely Indian but also 
modem' was backed by the association of the radical novelist Mulk Raj Anand, 
the influential Chemould Gallery owner Kekoo Gandhy; the three refugees 
from the Nazi: the Expressionist painter Walter Langhammer, who joined as art 
director to Times of India in 1938, became their mentor; Emmanuel 
Schlesinger, who set up a pharmaceutical concem in Bombay, became their 
main collector; and Rudy von Leyden, who joined Times of India as art criticd. 
As is the fate of any such collective art movement, the group did not sustain for 
a long time. The most of ambitious leading artists left for Europe to confront 
and engage with the groundbreaking innovations happening in the mainstream 
westem modernism. Souza left for London and Raza to Paris, however, Husain 
stayed back. Souza as notoriously called the 'angry young man of Indian art' 
demonstrated a tme nonconformist by debunking his Catholic upbringing to 
shock the complacency of the clergy, the rich, and the powerful. His cynic 
and gnawing temperament injected some kind of wild anarchism in his mgged 
use of paint and bmtal gesture of lines. Souza shares with Picasso the 
ruthlessness and intimidating robustness, which was as much a matter of 
fascination as it was a shock to the artists and art connoisseurs. By his deft 
method of handling pigments, Souza's ability lies in his dauntless ability to 
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transform his compulsive erotic-religious feelings in the convulsive discipline 
of expressionist language, which earned him an international acclaim by 
1950s. S. H. Raza's initial interest in expressionist landscapes (the 
fascination which brought him to the picturesque Kashmir also plays a vital 
role for inspiring the Kashmiri artists to engage with the modem, which is the 
major preoccupation of the next chapter) evolved into a geometric abstraction 
which eventually culminated into the target-like metaphorical icon of Bindu -
(the dot or the epicenter). Unlike Souza, Raza was not really interested in the 
human figure. Even his landscapes and cityscapes retain a cold distance from 
the identifiable representation of a figure, rather his art showed more 
tendencies towards abstraction. By 1970s in France, Raza's struggle to 
reconcile the eastern mind with the western dialect brought him close to the 
esoteric philosophy and abstract symbols of the Neo-Tantric tradition. Raza 
imbibed European grammar of fonnalism and sought to express the spiritual-
mystic dimensions of Hindu philosophy. 
M. F. Husain the most popular modem artist of India has constantly been the 
subject and the center of media attention incomparable to any other living artist 
of India. His charismatic and multidimensional personality brought him a long 
standing fame, which however, is supplemented with the bites of controversy 
in the recent years. Husain was not privileged enough like his contemporaries 
to think of settling abroad. His story has quite a romantic ting: Bom to a poor 
family and starting off by painting Bollywood hoardings for living and 
eventually attaining the position of an undisputed leader in modem Indian art. 
His phenomenal body of work and tireless experimentation has kept him 
significantly alive in the minds of critics, connoisseurs, patrons and art lovers. 
Engaging with as diverse resources as the flamboyance of Basholi, spontaneity 
and lyricism of Islamic calligraphy, the naivety and innocence of folk art, pop 
images of Bollywood, and classical Indian sculpture - bridging the gulf 
between mral and urban, popular and elite, east and west. His 
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incommensurable output and the range of concerns have left the art scholars 
bedazzled, as Alkazi would confirm: 'They have barely been able to categorize 
one phase of his when he has stormed his way into another.' Husain's position 
as a national/modem is far more articulate than most of the other artists 
aspiring the same. As Chaitanya Sambrani writes: 
Working within the agenda for the development of a secular, 
socialist, non-aligned economy, Husain emerges as the major 
allegorist for the nation with his ceaseless endeavor to give plastic 
expression to the entire gamut of co-existing myths, faiths, 
conflicts and personae that make up a vision of the nation. His 
Zameen (1955)...the I4-foot-long canvas teems with images culled 
as though from a primeval memory of the archetypal Indian 
village, presenting a panorama of persons, animals, objects and 
activities that stand in as metonyms of national essence. " 
The similar impulses of 40s/50s are seen in the Delhi Silpi Chakra. The artists 
associated were B. C. Sanyal, Kanwal Krishna, Dhanraj Bhagat, K. S. 
Kulkami, D. N. Mago and others. The group came into existence after the 
catastrophic Partition where many artists who migrated from Pakistan chose to 
form an art circle in Delhi where they could exchange ideas and express their 
experiences with the new reality. Apart from the concerns of colossal human 
tragedy of the Partition they too addressed the then contemporary issues of 
Indian modem art. Their main distinctiveness lied in incorporating the skill of 
handicraft traditions of Lahore. At that moment Delhi was far behind for 
providing some infrastructure for the promotion of art. This brings the eventful 
alliance between Silpi Chakra and Dhoomimal, India's first private art gallery, 
which has earned a great reputation for promoting some of the very important 
modern artist of India during their earliest struggle. It is the legacy of Silpi 
Chakra that today Delhi claims to be one of the most important centers of 
contemporary Indian art. Artists like Satish Gujral, Ramkumar, K.G. 
Subramanyam, Bimal Dasgupta, Shanti Dave and Ambadas were beginners 
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when under the patronage of Delhi Silpi Chakra they embarked on their 
respective journey of art. '^  
The modernist/internationalist position upheld by the militant progressive 
movements intensified the debate and refreshed the questions about western 
orientation, which increased the skepticism towards the authenticity of Indian 
national Identity. In the south artists negotiated with this existential flux by the 
inspiring and intellectually motivated initiatives of K. C. S. Paniker. Paniker's 
inspiring personality motivated his students to join his cause for working out 
different solutions for a nativist language of modem Indian art. It is due to his 
pedagogic commitment and ingenious methods that made him the protagonist 
'of the large corpus of art activity in Madras in 1940s and 5os, and later, 
mentor and motivator of his incredible dream-child, the Cholamandal Artists' 
Village.' The prominent figures of Cholamandal included S. Dhanapal, the 
Reddepa Naidu, P.V. Janakiraman and others. The other notable events in the 
stream of evolving modernism in India is the Group 1890 (a misnomer), led by 
Jagdish Swaminathan (1928-1994), came to Delhi with a passionate reactionary 
manifesto declaring Raja Ravi Venna's naturalism and the 'pastoral idealism' 
of Bengal School as vulgar. They asserted the rejection of the "memories of a 
glorious past" and the ambitiousness of "catching up with the times", but 
instead emphasized to start right from the scratch. Swaminathan's numinous 
ideal in the form of a bird-like thing appears to be in space (reminiscent of 
Brancusi) in the colorful brightly lit landscape comes to mind. However, partly 
due to his leftist-orientation, Swaminathan's writings were instrumental 'for 
voicing through his paintings a political resistance of a third-world nation 
against the imperialist, affluent West.''"* The artists who joined him in Delhi 
included Jeram Patel, Himmat Shah, Rajesh Mehra, S.G. Nikam, Redeppa 
Naidu, Balkrishna Patel, Jyoti Bhatt, Ambadas, Eric Bowen, Raghav Kanneria 
and Ghulam Mohammed Sheikh. However, this group was never seen together 
after their first and only exhibition in 1963. 
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The other dimension in the quest for the essentially indigenous and spiritually 
Indian came in the fomi of Neo-Tantric Art. In 1960s the term Tantric, 
basically an ancient religio-philosophical cult involving a ritualistic association 
with symbolic geometric and abstract diagrams came into prominence in 
1960s. The influence of Tantra and its concepts of vital force operating in all 
living beings had a far reaching resonance and fascination, which could be 
traced in the pioneer abstract painters, particularly the circle of Kasimir 
Malevich. But its influence was widely feh when in 1960s the art historian Ajit 
Mukherjee's besides publishing the book Tantra Art in 1967 brought a historic 
exhibition of Tantra art in the West. Since abstraction was in the vogue the 
Tantric abstract imagery became one of the possibilities to seek inspiration 
from. ^ However, the affinities between traditional Tantric imagery and 
modem non-figurative abstraction have been subject to doubt and skepdcism. 
Among the artists who came to be identified or referred as or associated with 
the Neo-Tantric are Nirode Mazumdar, G .R. Santosh, Biren De and K. C. 
Paniker. Mazumdar, the product of Lhote's studio, is considered an early neo-
Tantric painter, for incorporating the geometric shapes in his semi-figurative 
experimentation. Biren De's switchover from figurative to abstraction brought 
his work closer to the Tantric diagrams. His simplified images of male and 
female in sexual union with dramatic light and dark effects are suggestive of an 
esoteric numinous dimension implicit in Tantric designs. As Ratan Parimo 
points out, 'The original Tantric diagrams are actually aids to meditation or 
visual symbolization in geometrical configuration of complex philosophical 
concepts.' In this context even S. H. Raza's Bindu or Ma paintings of the late 
1970s incorporate a language based on geometric diagrams to embody the 
concept of meditation. Among these Santosh (who occupies the third chapter of 
my thesis for being the pioneer and the most celebrated Kashmiri artist) 
embodies a sustained and longest engagement with the Neo-Tantric aesthetics. 
Interestingly, these abstract-oriented initiatives of the Indian artists were, 
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formalistically, contemporaneous to American hard-edge abstraction, which 
lent a certain validation to this specific trend from an international point of 
view. This aspect of seeking and appropriating the esoteric and 
transcendental abstract imagery from ancient classical/traditional sources of 
India with the international conventions of non-objective/abstraction is also of 
great significance in the context of post-Santosh modern art scene in Kashmir. 
For instance, the Baroda trained Gayoor Hassan and his student Shuja Sultan 
who also traverse along the numinous terrain of transcendental and meditative 
aesthetic formulas. 
The indigenist alternative to the modernist/internationalist conventions of art 
found its most articulate engagement in the fine arts department of the 
Maharaja Sayajirao University of Baroda. Its progenitors and academicians 
included artist-teachers like N.S. Bendre, Sankho Chaudhuri, V. R. Amberkar 
and K.G. Subramanyam. Baroda plays a vital role for bringing the pictorial and 
figurative narration back to art - the fact by which Baroda artist established a 
close link with the Royal College of Art in London. Bendre came to Baroda in 
1950 to head the Department of Painting after having attained a wide reputation 
as an artist and a traveler. He began his journey from painting picturesque 
landscapes aligning with the nineteenth century British artists. Bendre's 
engagement with the conventions of modernism had a stylistic resonance of 
Post-impressionism, Fauvism and Expressionism. But his real contribution lies 
in his live demonstrations where his ingenious virtuosity to handle different 
mediums and the skill to execute a harmonious and well balanced fonnal 
design were efficiently imparted to his students. 
Sanko Chaudhuri was a student of Ramkiner Baij. With Ramkiner he shared 
his interest in portraiture and monumental outdoor sculptures. His early stint 
with Cubist aesthetics, reminiscent of Archipenko and Arp, gradually evolved 
into more lyrical fornial design. Sanko Chaudhuri, on the one hand, striking a 
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kind of ideological link with Russian Constructivists, was the first to encourage 
the use of Industrial materials, which opened up the new possibilities in 
sculpture, and on the other hand his adherence to Gandhian ideals anticipated 
new directions in the development of Indian sculpture. This seeming 
dichotomy about Sanko's position is best described by his colleague and friend 
Subramanyan: "'Caught between his two contrapoised personality traits of 
romantic enthusiasm and urban restraint, his work escapes being aggressively 
analytical or sentimental, melodramatic or quiescent. It ploughs a non-
committed furrow between these and at its best combines the qualities of 
movement and stasis in a kind of congealed elegance." 
Subramanyan joined Santinekatan under the tutelage of Nandalal, Benode 
Bihari Mukherjee, and Ramkiner Baij who played the role of a mentor during 
his burgeoning years. They provided the basic inspiration for his significant 
contribution as a teacher in Baroda. By introducing and implementing the 
'living tradition' of rural and tribal art into the educational curriculum of 
Baroda he launched his manifesto of bridging the gulf between the artisan and 
the modem artist. Subramanyan vigorously re-claimed the importance of 
Bengal School, which had suffered disavowal in the post-Independent semi-
figurative art forces. Subramanyan's prodigious contribution as an artist is 
supplemented by his celebrated position as a pedagogue and a writer. As an 
artist he was able to fonnulate a conceptual scheme where this 
multidimensionality finds a cohesive expression. Subramanyan's art is an 
embodiment of concerns as varied as craft, language, virtuosity and wit. As 
Geeta Kapur's monograph on K. G. Subramanyam elucidates: Language 'as a 
system where objects have a workable correlation with pictorial signs, and 
where these signs in turn transpose a universe of meanings upon the material 
world.' Virtuosity by means of which the relationship between perception and 
skill is perfected to the point where forms spring forth by the mere gesture of 
the hand. And wit as an artist's trick to abbreviate, upturn, reanimate the 
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signs.' And it is in the tradition of mural, the legacy of his Santinekatan 
days, where the technical ingenuity of a craftsman finds its way to integrate art 
with the social environment. With Subramanyan's initiatives in particular, and 
the developments in the fine art department of the Baroda in general, the artist 
was expected to address the rising postcolonial concerns and negofiate with 
socio-cultural and environmental issues. 
The 1970s and 1980s with the rise of postcolonial/postmodem criticism/ 
theories the Indian art practice went through disparate and diverse phases. This 
period is also characterized on the one hand with the general decline of the 
artists' groups and art institutions and on the other hand the rise of artist as 
activist. The state sponsored attempt to launch the first Indian modem art event 
called triennale at the Intemafional level by the Lalit Kala Akademi in 1968 
was faced with a protest by the Delhi Silpi Chakra. Swaminathan, Tyeb Mehta 
and Krishen Khanna, in spite of being awarded, strongly criticized the event for 
its methods of the process of selecfion. The criticism of the first triennale 
assumed even more vigorous protest and boycott in the second triermale. 
Swaminathan, Geeta Kapur, Vivan Sundram, Ghulam Sheikh and Bhupan 
Khakhar took a single stand to reject the cult of internationalism. In Vrishchik 
(scorpion), (the magazine published in Baroda, which was very instrumental 
for voicing and disseminating the ideological development of art), Geeta Kapur 
writes: "My point of view is that intemafionalism as a cult imposes upon the 
individual artist and especially outside the western metropolis, a set of false 
imperatives that must be examined". And the continued resistance led the third 
triennale on the verge of cancellafion in 1975 when Ghulam Sheikh wrote that 
"if the Akademi does not change its policy... all practising artists and writers 
artists should do it (boycott) and if we decide to boycott the Akademi a 
counter-exhibition should be planned as an answer". To everybody's surprise, 
in a certain sense like the French Salon des Refuses, the protest exhibition titled 
Six Who Declined to Show at the Triennale did actually take place." 
37 
From the iconoclastic pop art to the confessional position Bhupan Khakhar was 
actually addressing the politics of the marginal, which along with feminism 
remains to be one of most serious concerns defended in the liberal ethics of 
postmodernism. Bhupen's breakthrough in 1960s came after his departure 
from the design-oriented aestheticism of Baroda and vigorous fascination for 
the vulgar, subversive and iconoclastic anti-aestheticism of American Pop art -
establishing him as, conspicuously, the first Indian pop artist. Pan shops, 
domestic interiors, temples and religious sites and all that glitz and glitter 
which identifies the middle class taste was his main themafic engagements. He 
made spoof of high art, not only at ideological but also material level, by 
incorporating the methods as banal as the sloppiness of popular oleographs, 
mirrors, plaster of paris and even enamel paint. 
Baroda also plays a crucial role in the development of art history as an integral 
part of fine arts. In India the discipline of art history has somewhat remained 
aloof from the overall development of modem Indian art. It is in the early 
twentieth that scholars like Ananda Coomaraswamy and E. B. Havell who 
emerge in the form of a scholarship with strong nationalistic resistance to the 
colonial cultural hegemony. However, this counter- movement could not 
disengage itself from the colonial enterprise, where all the methods of 
evaluating historical remains were essentially based on European assumptions. 
It is in this context that Ratan Parimoo's criticism, what he called the 
'antiquarian search' of India's history within which sculpture, manuscripts, 
coins and inscriptions were gathered and recorded as disembodied objects by a 
dispassionate cataloguer. His mitiatives emphasizing the need of teaching 
art history in Indian Universities, so that Indian art will be taken up as a serious 
study with passionate commitment, anticipates a breakthrough in the field of 
art theory in India. 
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Parimoo is generally held to be instrumental in bringing art history in the 
curricula of Baroda's cultural development. But with the significant 
intervention of Gulammohammed Sheikh Baroda evolved into a self-reflexive 
critical/intellectual platfonn. His major contribution as an academician, art 
critic and a teacher included initiatives like developing new course in art 
history, editing the famous art journal Vrishchik, organizing workshops, and 
turning his home into a live open-door forum where artists, poets, critics, and 
committed students could join for brainstorming. Sheikh as a teacher shares 
the same reputation as that of Santinekatan teachers and Subramanyan. His 
charismatic influence as a teacher/gwri/ has groomed Indian students to find 
their own distinctively original directions. As a painter he traverses along and 
negotiates the realm of home, city and landscape. Identifying and appropriating 
the paintings ofHamza-nama of Akbar period and simultaneously reflective of 
Italian Renaissance art Sheikh builds a complex pictorial world of conflicting 
and converging meanings. Sheikh's broken and fragmented canvas is reflective 
of his keen observation of the way life in India is structured - a complex web 
with all its contradictory and conflicting disjunctures, which at times appears 
closer to the stream of consciousness experience. He writes: 
Living in India means living simultaneously in several 
cultures and times... The past exists as a living entity alongside the 
present, each illuminating and sustaining the other. As times and 
cultures converge, the citadels of purism explode. Traditional and 
modem, private and public, the inside and outside continually 
telescope and reunite. The kaleidoscopic flux engages me to 
construe structures in the process of being created. 
In the more recent series Kahat Kabir (1998) Sheikh is slightly at variance 
with his earlier use of space and imagery in order to negotiate the potentially 
rich tradition of bhakti. Here he addresses the urgency of social syncretism by 
referring to the medieval poet Kabir - cherished and claimed both by Hindus 
and Muslims. 
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Since 1970s Indian art scene went through a significant change due to the 
revolutionary events triggered by the emergence of postcoJonial/postmodem 
discourse. Baroda became the mainstream where self-reflexive artists 
negotiated with the changing world and the paradigm shifts in the cultural 
discourse. The demands of the time were such where artist were required to 
break free from the narcissistic 'enchanting circle' of artistic engagement and 
act with more responsibility to respond to the socio-political issues. Among 
the artist who explicidy demonstrated the spirit of an activist and made 
conspicuously discreet political statements was Vivan Sundaram. After his 
return from the Commonwealth scholarship in England in 1970 he vigorously 
committed himself to political concerns. His initiatives as artist-activist include 
the exhibition of photographs of the Bangladesh war, which he organized in 
Delhi in 1971. His sustained commitment with Safdar Hashmi Memorial Trust 
(SAHMAT) as a founder-member and trustee kept where he is actively 
engaged to organize events to protest against communal violence in India. 
Vivan's work has shown a sustained commitment to the political upheaval in 
our time in works like the series of drawings titled The Indian Emergency of 
1977; the installation of photographs and sculptures called Memorial in 
response to the demolition of the Babri masjid and the subsequent riots in 
Bombay. In spite of the strong leftist temperament he did not abandon the oil 
painting, (like Mexican artists who rejected oil painting and developed wall 
painting (mural) as a public, national art forni.). But rather he transformed the 
traditional oil format from a seductive illusionist pictorial device into a 'public' 
art fonn to serve in his, what he calls Marxist ideological struggle. 
With the rise of self- conscious female artists the 1970s assumes another most 
significant phase in the development of Indian art. It was also during this time 
that the wave of feminist revolution in the west was strongly felt in Indian 
subcontinent. However, until 50s the presence of women artists in India was 
confined to a very few names who emerged during colonial period among 
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which Amrita Sher-Gil occupies a highly exceptional position. As Gayatri 
Sinha writes: 
Unlike western women artist of the seventeenth, 
eighteenth, and nineteenth centuries, there is no documented 
tradition of Indian women artists before the twentieth century. We 
have very little by way of names, faces, and histories." "^^  
However, it is Amrita Sher-Gil's position as the first truly self-conscious artist 
that the study of Indian women artists finds its begiiming. During 1950s and 
60s the presence of women, who later made a very significant contribution to 
Indian Art, became visible in art schools. Meera Mukherjee (1928-98) had her 
initial training at the Government School of Art in Calcutta and the Delhi 
Polytechnic. In 1953 she received a scholarship to study in Munich, where she 
worked under Toni Stadler and Heinrich Kirchner. She remains to be one of the 
most outstanding Indian sculptors to emerge after Independence. She took 
Subramanyan's initiative of bridging the gap between artist and the artisan to 
its most convincing conclusion by actually living with the Bastars in order to 
know their life and work intimately. Mukherjee's heroic position is justified by 
the monumental scale of her work and sustained courage to realize her 
ambitious projects. But at the same time she was very sensitive to the cause of 
the tribal, who in a certain way gave her art a sense of direction. 
Nasreen Mohamedi (1937-89) after studying at St. Martin's School of Art in 
London from 1954 to 1957 returned to India and joined the Bhulabhai Institute 
for the Arts. Nasreen took a very unconventional position by engaging with the 
pure minimalist paradigm. Partly due to her privileged position for having a 
firsthand interaction with European art at the age of seventeen her work 
assumes a solitary engagement among the Indian artists. Minimalism 
represented a significant attitude of the 1960, especially in America. It emerged 
out of or in relation with or in opposition to a number of significant tendencies 
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of the decade. It was in the process of breaking away from the gestural or brush 
paintings of Abstract Expressionists and seeking new directions, which came to 
be labeled as Hard-Edge, Post-Painterly Abstraction, Color Field painting and 
later Minimal Painting. However, the one thing that more or less each label 
emphasized was on pure, abstract painting, in distinction to figuration, optical 
illusion, object-making, fantasy, and the like. But it is interesting to notice 
that among the Minimalists Nasreen identified with Agnes Martin, which also 
brings to mind Amrita Sher-Gil's preference of Gauguin's post-impressionism 
over the host of other more radical styles. Agnes Martin, considered the senior 
most among the minimalists, often reflected an interest in Eastern philosophy, 
especially Taoist. Martin's work involved a rigorous mathematical precision, 
exquisite economy, nuance, and eventually in a counter-act the whole process 
is reduced to nothing but a large canvas griddled all over with lines evoking 'an 
evanescent image of luminous atmosphere, making visible the artist's sense of 
life's essence as a timeless, shadowy emanation.'" Nasreen's admiration from 
lyrical abstractionist Kandinsky to the supermatist Kasimir Malevich and then 
ideological adherence to the late modernist minimalism aligns her to Utopian 
aspirations of twentieth century formalism. However, in the 1980s she broke 
free with ethics of the grid. As Geeta Kapur appropriately quotes Roland 
Krauss: "... the grid announces among other things, modem art's will to 
silence, its hostility to literature, to narrative, to discourse." and Kapur writes: 
If Martin would say that in the diagonal the ends hang 
loose, or that the circle expands too much, Nasreen, on the other 
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hand, would use precisely those forms." 
Anjolie Ela Menon (b. 1940) briefly studied at the Sir J.J. Institute of Applied 
Art, Mumbai and later got a scholarship to study at the Ecole des Beaux-Arts in 
Paris in 1961-62. Menon's interaction with the Mexican painter Francesco 
Toledo plays a very significant role in developing her personal expression. He 
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introduced her to technical possibihties in the process of working with layered 
surfaces and textures. Her sustained representation of somewhat iconic female 
forais, domesticated animals, and a distanced involvement in Window series 
negotiates the interplay between personal histories with collective social 
concerns. Her body of work encompasses various influences, ranging from 
Van Gogh, Expressionists, Modigliani, Husain, Frida Kahlo, and Amrita Sher-
Gil. At the same time her work is confronted with the moments of fixity, 
symptomatic of the modem artist's anxiety to break free from the self-
constructed cliches, that she is driven to seek new solutions to revitalize her 
visual vocabulary. 
Kishori Kaul was bom in Srinagar Kashmir in 1939. She joined the Faculty of 
Fine Arts, M.S. University, Baroda in 1959. Kaul's career as an artist has 
passed the tragic condition of suffering from tuberculosis and how she finds 
somewhat therapeutic salvation in art. Kaul's body of work is largely imbued 
with a passionately romantic engagement with the colorful and invigorating 
environment of her native place in Kashmir. In her impressionist/expressionist 
treatment to landscapes, a genre not much in vogue, especially the depiction of 
autumnal trees , as if on fire, shooting a shocking medley of pink, orange and 
blooming reds, has earned her work a certain identity quite distinct from her 
contemporaries. In the late 1989 and early 1990 Kashmiri Pandits, in a state 
of fear psychosis and paranoia, were driven to vacate the Kashmir valley due to 
the rise of insurgency. One wonders about the possible changes in her creative 
outlook and the romantic engagement with the personal and picturesque world 
of her home. But Kaul's work refuses to indulge into a dark and morbid state 
of diasporic condition. However, in a nostalgic mind, she draws largely from 
her childhood stories and the personal memories of the times she lived in the 
Valley. The persistence of her memory is still sustained in her landscapes and 
still lifes, which resonate with the brilliance of color, the vivid gestural 
bmshwork and the deft subtlety of line. For her motifs she always turns to 
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nature and in a somewhat Cezannesque manner she seeks the fonnal solution of 
the pictorial surface not just by perceptual means alone but by her intuitions as 
well. She writes: 
My process of conceiving a work is linked with Nature's 
inherent structures and their ability to strike a deep resonance 
within my memory. The downward rush of the crystalline water or 
a mountain stream, splattered with light streaking through the 
overhanging branches of trees, determines the structure of a 
painting...The sudden, swift flight of a bird, the limb of a tree 
cutting across space, the little world of my garden in the middle of 
the city-all become starting points for the reconstruction, through 
color, of fleeting but profound sensations". ^^  
Since 1970s there has been a dramatic rise in the participation of women artists, 
self-consciously transcending the political frontiers that separate the three 
nations of India, Pakistan, and Bangladesh. It is also during this time that the 
questions of gender, the identity of a woman artist in the male dominated 
infrastructure, and 'feminist' art were gaining currency. The responses to the 
global impulses of 70s onwards, especially in America, where feminist art grew 
in accordance with the so-called 'second wave' of feminism, were starkly 
visible in some of the Indian women artists while implicitly subtle in others. 
Arpita Singh's (b.I937) painterly journey is marked by her shifts from 
figurative to abstraction and then back to figurative. Her paintings are imbued 
with a strange aura where the living and the inanimate appear to be engrossed 
in a secret communication. Drawing largely from the day to day domestic 
space of a woman, Arpita anticipates a feminine condition where her female 
figures share an enigmatic imaginary world with things like jars, bottles, 
tablecloths, chairs, apples, a paper boat, picture frames, flowers. The 
Chagallesque flying figures, the invading objects, and the animated inanimate 
objects are somewhat counteracted by the women figure who usually appears 
still or absentminded. Arpita's work is not existentially morbid, but her 
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distinctiveness lies in the subtle use of wit and humor to illuminates the 
complex and distraught. Her response to feminine concerns is not confined to 
the domestic space. The notable references are the stories of Kidwai family 
and the aftennath of the Sikh 1984 riots in Delhi, which anticipated the 
potentially protective image of the woman in acts of nurturing gthe girl child. 
And in a recent series of her works called Feminine Fable, (1997) Arpita is 
addressing the ageing woman's sexual self, a conspicuously feminine 
condition. As Gayatri Sinha writes: 'Terhaps even among her world 
contemporaries, no single artist has produced a body of works on feminine acts 
of reparation, love and the deeply tragic vicissitudes of domesticity as Arpita 
Singh.""^ 
Anupam Sud (b. 1944) excelled in the medium of printmaking and remains to 
be one of the finest printmakers among her contemporaries. Her most sustained 
concerns are, conspicuously, in elucidating the psychological tension between 
the body and its other. Her figurative-orientation involves a persistent 
delineation of the nude forni, especially female, by means of which her figures 
enter into some kind of interrogative confrontation with the multiple identities 
of the self In this way her figurative art goes beyond the narrative and the epic 
and ventures the existential aesthetics of the pure human figure. Anupam's 
work is potentially mediated by John Burger's viewpoint where he discusses 
the distinction between the nude and the naked, the different in their 
psychological positions where men look at women and women watch 
themselves being looked at. However, Sud's body of work encompasses a 
varied range of complex responses, which considerably depart from Berger's 
viewpoint. As Geeti Sen writes: 
Anupam's body of work possesses its own intrinsic logic. This 
is a process in the search for identity, through a long joumey over 
some thirty years; from anonymous embryonic forms, struggling to 
be bom through Earth Mother, to the superb mastery of torsos in her 
compositions titled Windows, to the faceless, undisclosed mysteries 
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of You and Homage to Mankind. Even when she turns to 
commenting on Indian society in those bold indehble images of 
Darling, Get me a Baby Made! And Pickup Girls, it is never the 
faces but the torsos and animated gestures which tell the story..." ^^ 
Arpana Caur's (b. 1954) feminist viewpoint remains to be the most 
conspicuously articulate as compared to other women artists of India. She 
eloquently contested the universal male chauvinistic identity of the art by 
sharing her personal self in the creation of a female protagonist. Caur adopted 
and preferred the strong feminine figures of Basohli and reinterpreted them by 
somewhat de-eroticizing the nayika in order to protect their feminine force 
from the male gaze. On the other hand with the expanding proportions of her 
female figures, the male figure is considerably shrinking and diminishing. 
Besides her politically charged feminist concerns, Arpita engages with the 
variety of concerns like the existential themes of ahenation and claustrophobia, 
bhakti, and the political violence. For having had difficult early years and a 
passionate empathy for social concerns, her work mediates across the 
autobiographical, the communal, and the humanitarian. 
The legacy of the radical artists and the pedagogy of Binode Bihari Mukherjee 
and Ramkiner Baij, the tutelage under Subramanyan, and the close association 
with Ghulam Sheikh provide the essential impetus to Nilima Sheikh (b. 1945). 
Her work draws from a panorama of sources like the everyday life, the socio-
political issues, the drama of the home, the ambiguities of interpersonal 
relationships, the children at play, animals, and the popular legends and 
ballads. Her pictorial language is imbued with the ingenuity of a combined 
aesthetic by incorporating the poetic idioms in the muki-planal perspective of 
Indian miniatures and the compositional efficiency of seventeenth-century 
Japanese woodcut. Her stylistic empathy with the 'living tradition' becomes 
more pronounced and intimate by perfecting herself in the Wasli technique of 
tempera of the medieval Indian miniatures. The laborious and meticulous care 
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involved in laminating of several sheets or handmade paper which are coated 
and covered with whiting in several layers before being painted on with soft 
and brilliant cake colors with the use of fixer. '^ Nilima's epic series When 
Champa Grew Up, which addresses the menacing phenomenon of 'bride 
burning', is a very powerful socio-political statement. It is in the significant 
exchange of technical and stylistic idioms between the urban and the traditional 
artist, which serves as her ideological position in line with her 
Santinekatan/Baroda legacy, that her use of Wash technique makes the effect 
even more intense. 
Recently, after a gap of six years the Gallery Espace in New Delhi hosted an 
exhibition of Nilima's work called 'Drawing Trails'. The new works reflect a 
sustained engagement with the socio-political concerns where the trauma of 
Kashmir occupies most of the space. In her characteristic aesthetic paradigm, 
which engages through a careful positioning of diverse techniques and histories 
with the contemporary, Nilima's work takes account of the pain and suffering 
of the people living in conflict zones. She quotes directly from literary sources 
like the very famous fifteenth century Kashmiri saint and poet Sheikh Noor-ud-
din, also known as Nund Rishi, Kashmiri-American poet Agha Shahid Ali, 
Salman Rushdie and others, where this mediation of the written-word works as 
a supplementary to enhance the emotive identity of the images. ^^  
With Nalini Malani, the autobiographical, the psychological and the political 
finds references in the everyday urban reality. Her convictions are deeply 
informed by her intellectual experience during her stay in Paris in 1970s where 
she was in a certain close proximity with the stimulating cross-section of 
thinkers, writers and artists. The highly charged period of the May 1968 
student's revoft instigated intellectual restlessness and vigorous self-
questioning for Malani, which kept surfacing in her works. Her 1980s works 
like Old Arguments about Indigenism, Of Monsters and Angels, and Flux of 
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Experience, engage with the urgent questions of globalization, nationalism, and 
the Third World poverty. Due to her sustained engagement with the 
contemporary socio-political concerns, her committed adherence, like 
Subramanyan, Meera Mukherjee, Nilima Sheikh, to smudge the gap between 
traditional art practice and the avant-garde, and her use of radically new 
mediums like installation, video art, and performance, that she can safely be 
positioned as a postmodern artist - the claim which is as much controversial as 
it is the Zeitgeist. However, by using new mediums she does not lose the grasp 
of the basic structure of narrative, ideas and images but rather transgresses the 
limits of the picture frame by incorporating the space, light, and three-
dimensionality of the installation/performance to provide a direct and living 
space for the viewer to enter her work. Her site-specific project City of Desires 
(1992) where she first painted the entire wall at the Chemould Gallery in 
Bombay and later whitewashed the whole wall was meant to be a protest 
against the neglect of the rapidly disintegrating nineteenth-century frescos of 
Nathdvara in Rajasthan. At the same time, however, somewhat paradoxically, 
the performance was a lucid and moving statement on the non-capitalist 
impulse, quite visible in the recent projects of Vivan Sundram, where art is 
rescued from the burden of capitalist commodity by the symbolic gesture of 
whitewashing or the impermanent nature of such projects - aligning to the 
"dematerialization of the art object", which anticipated the Postmodern/ 
Conceptual Art of 70s in the West. 
Mirinalini Mukherjee (b.l949) emerges as one of the innovative and powerful 
sculptor in the 1980s. Her distinctively individual vocabulary is a result of her 
discovery of an unconventional material, a species of vegetable fibre 
resembling hemp. Her process involves dying of the material in deep colors, 
such as purple or camiine, and then knots and weaves it. In Mirinalini's case 
the feminist or the feminine enters via the very intimate and time consuming 
domestic engagement of the act or the process of the work. However, as she 
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slowly kneads the material into some identifiable human fonn they assume a 
mysterious aura of primordial or the sexually ambiguous beings. ^^  
Among the important women artists whose ideologically motivated art practice 
dominated the 1990s was Nayjot (b. 1949). Her enormous multi-media 
installation called Links Destroyed and Rediscovered, (occupying the entire 
space of the auditorium at the Jehangir Art Gallery), a collaborative project 
with a musician and two filmmakers, addresses both the explicit tragedy of the 
1993 Bombay riots and the implicit faith to recover the loss. This twofold, 
somewhat akin to the process of destruction and reconstruction, recurs as one 
of the significant commitment throughout her career. For example the painted 
wood sculpture I Have no Fate Lines - Thank God is a parody suggesting both 
power and resistance. 
Geeta Kapur's critical stand positioning postmodern proposes to revise the 
Theodor Adorno's stand, which foreground the 'negative commitment' or the 
notion of aesthetic as subversive and work out a new strategy of interference 
associated with Gramsci. ^ Kapur finds the most potent example in the Indian 
Radical Painters' and Sculptors' Associafion (1987-89), which came to be 
called as the Kerala Radical group. This short-lived collective was fonned on 
the lines of ultra-left political activism, claiming alternate art practices where 
narrafives are condensed into political gestures, the humanitarian and the 
social. Their intervention came as a rejecfion to the international, commercial 
and Western. The group included Krishnakumar, Alex Mathew, C K Rajan and 
Anita Dube.^ ^ Geeta Kapur aligns with the argument where the understanding 
of postmodernism anticipated the possibilities for black ideologies and 
feminists to conceptualize greater degree of freedom. However, it is in the 
cinematic space that Kapur finds the most conspicuous clues for situating 
postmodern in India. Moreover, it is also evident in her advice for the 
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politically inclined artists, while quoting Hal Foster, to make the most out of 
this conjectural moment (modernism-postmodernism). 
The significant impulses of the contemporary Indian art scene share a 
politically motivated collective position with the larger group of South Asian 
countries. In the wake of postcolonial critique in India, initiated by theorists 
like Homi K. Bhabha and Gayatri Spivak, engaged in questioning and di-
stabilizing the west/eurocentricism, and therefore dislocate the subaltern in 
order to claim an alternative discourse 'to subvert the authority of those who 
had hegemonic power'. The earliest response to the postcolonial/postmodem 
concerns was seen in 70s/80s Baroda but it was around 90s that a more 
vigorous participation involved not only its ideological content but also the 
radical revolutions and paradigmatic shift in the choice of means, new 
strategies and the use of new mediums of expression/interaction like 
installation, perforaiance, video art, multi-media and so on. However, 
installation art was met with a lot of hostility by a section of the art community 
and still invites a lot of controversy and discussion in terms of its relevance to 
the Indian environment and for its non-possessable, impermanent and at times 
anti-commercial position. But younger generation of artists are showing a great 
enthusiasm for installation and multi-media as it provides a more varied scope 
to address varied concerns from formal to personal and socio-political. And at 
the same time there is a certain anxiety implicit in the ambitious artists' choice 
in order to be a part of the international art world, which certainly involves as 
many dangers as there are adventures. The discussion on installation and the 
varied viewpoints of different scholars and artists foreground on the one hand 
the polarities like conservatism and liberalism, the percept and the concept, the 
local and the global and on the other hand it is celebrated as a new medium 
allowing a greater freedom and being capable of translating the contemporary 
experience. 
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Among the artists who have shown a sustained engagement with the new 
approaches and new mediums since 1990s are Valsan KoUeri (b. 1953), whose 
ecological and enviromnental concerns takes him to hunt for the ageing 
discards and re-create a lost space by mean of random and casual display of 
found objects, which anticipates the urge for a physical intervention in the 
viewer's mind. The use of materials like cow dung, straw, ash, charred wood,, 
printed textiles, kumkum, bits of newspaper, show somewhat anti-aesthetic 
vocabulary of artists like Sheela Gowda (b. 19570 and Subodh Gupta (b.l964), 
who came up with shockingly new ways of incorporating the organic and 
indigenous materials to address the turbulent social issues. ^^  For its scale and 
scope to incorporate a host of materials and multi-media installation became a 
potentially efficient strategy for politically motivated artists to negotiate with 
the India's political history. 
Rummana Hussain, bom in Bangalore and educated at the Ravensboume 
College of Art and Design, Kent, United Kingdom, 1972-74, lived and worked 
in Bombay until her death in 1999. In order to sustain her activism she 
remained engaged with SAHMAT as an active participant. While responding to 
the politically charged event of Ayodhya tragedy she choose to shift from her 
allegorical paintings to the conceptual vigor of installation art and therefore, 
renegotiate her identity in a newly contentious political climate. "Fragments-
Multiples," her first exhibition after this transition, was held concurrently at 
Gallery Chemould and Jehangir Art Gallery in 1994. The domical shape of the 
shattered mosque became a central motif anticipating a ghostly appearance in 
her sculptures, drawings, and assemblage works. Her other installation called 
'"Home/Nation" at Gallery Chemould in 1996 states the disconcerting condition 
where the personal and the national meet, as if on a dissecting table, to 
reconstruct a new reality. Juxtaposing Islamic architecture in Ayodhya and her 
photographs with text, personal artifacts, and images of her own body she 
subverted the distinction between public memorial and private nostalgia. 
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Rummana demonstrates her conspicuously feminist position in the perfomiance 
called Living on the Margins, which negotiates with the subjective experience 
of a lower-middle class Indian women. '^' 
Vivan Sundaram's response to the demolition of Babri masjid comes in the 
forni of his interactive installation called Memorial (1993). The work takes the 
viewer in and kind of hypnotizes to confront and be confronted with the 
complex metaphorical world alluding to the human experience - the haunting 
tragedy of loss. Subodh Gupta's artistic engagement is imbued with a rural 
sensibility and the deeply ethnic identity justified in his use of materials like 
cowdung, the potentially village icon, wooden stools, domestic and sacred 
objects or found objects that are identifiable icons of everyday Indian life, like 
stainless steel, kitchenware, bicycles, scooters and taxis. His work draws 
largely from his own experience, especially in context to his native Bihar and 
its labor class, of cultural dislocation through migration from rural to urban 
areas. 
At least one thing that makes a predominating thread among most of the artists 
working with installation is their politically motivated position. As Roobina 
Karode writes: 
A shift from the personal to the political also translates into a 
desire to work in and through public space, which is a real 
possibility with installation art this is not to suggest that in dealing 
with contemporary issues, painting has diminished in relevance in 
India. I would like to record here that Surrendran Nair, Sudhir 
Patwardhan, Arpita Singh, Atul Dodiya and Rekha Rodwittiya to 
name a few, paint compelling images of social, political and 
gender entanglements with the beauty of bright colours and the 
sensual languorous line, inventing a contemporary vocabulary that 
if anything, heightens the potency and comprehensibility of the 
content. Their art does confirm that the two-dimensional format 
has not expended itself and can be as provocative as other 
conceptual genres." 
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Among the younger artists, the pluralist and fragmentative mood predominates. 
With the old, archaic bonds loosened, Atul Dodiya's montages will take 
cognizance of this new place we find ourselves in, while Anandjit Ray will 
combine his colours as easily as his narratives. 
Recent developments shows a rapidly growing scholarship in the study of 
South Asian art, the vigorous intensity in the art practice to engage with the 
socio-political and at the same time a dramatic increase in the value of 
contemporary art. The post 1990s, with a rampant increase in the dissemination 
of information and the ever-expanding technology of telecommunication, poses 
new challenges while opening greater opportunities for Indian artists at the 
same time. With growing international interest in the contemporary Indian art, 
the new sources of patronage, the advent of transnational gallery, which 
provides an international forum to exhibit art works, grants, fellowships, 
residencies and trans-border projects, the Indian artist is enjoying a global 
experience as never before. Against this backdrop Ranjit Hoskote devises four 
distinctive approaches, which emerged as the updated internationalism. The 
first one as the breakdown of a classic painted frame urges the revitalization of 
painfing where artists like Surrendran Nair, Atul Dudiya, Anandajit Ray and 
Amit Ambalal figure in. the understanding of postmodernism is tested by their 
use of quotage, appropriation and wit. The second approach comes as a 
breakdown of the formal sculpture is situated with Vivan Sundaram's transition 
fi-om painting to installation, Ravinder Reddy's large painted terracotta and 
fiberglass heads spoofing the gap between High Art and bazaar kitsch. The 
third approach addresses the expansion of human experience in the context of 
the virtual space of Internet and the new possibilities to negotiate with the 
Virtual reality. The fourth deals with the post-studio/gallery/museum 
experience of the public space. Although at its embryonic stage in India artists 
like Nalini Malani, Anita Dube, Valsan Kolleri and Subodh Gupta engage with 
the 'critiques of power asymmetries grappled along differenfials of gender, 
53 
entitlement and region; they expose the latent pathologies of India's Collective 
Life'.-^' 
Considering the rampantly growing archive of art scholarship this brief account 
is but a contour of the larger narrative of modem Indian art. 
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CHAPTER II 
INCEPTION OF MODERN ART IN KASHMIR 
THE FIRST GENERATION 
1950-1970 
1950 is a convenient date to narrate the beginning of modem art initiatives in 
Kashmir. Owing it influences to the forces of post-independent India where the 
celebration of freedom from the colonial rule anticipated a cultural practice 
which reflected a greater sense of social commitment as shared by the 
burgeoning socialist movements in the country.' In the domain of modem art 
the role of Progressives, as self-confessed modernists, came as a rescue from 
the traditionalist or historicist/nationalist captivity of the early decades. 
Patronizing individualism, eclecticism and a celebrative mode of freedom the 
Indian modem art assumed a militant stance. Progressives unapologetically 
broadened their artistic horizon by their extravagant opening up to the western 
influences, however, the yearning to retum to rural roots, still being a potent 
artistic element, was considerably different from the traditional confines of the 
early decades. These are the times when every ambitious Indian artist wanted 
to have a firsthand experience of the western art world, preferably, Paris the 
hub of intemational modem art pregnant with all the great stories about the 
great artists. The spirit of the 50s, the phrase used by Ratan Parimoo, launches 
a radical shift from the early development of modemism in India. The 
Progressive forces of late 40s, as it were, came of age only by 50s when Baroda 
came into the picture. In a centennial celebration of Contemporary Indian art 
and Kumar Gallery Parimo writes: 
The 'spirit' of the 'Zeitgeist' of a time or era in the life of a 
culture...is a Hegelian concept as the circumstances at the 
beginning of the Post-Independence period of India, considering 
the tremendous fervor and optimism in so many spheres-political, 
social, economic and cultural forms (literature, theater, film, dance, 
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music, architecture) appropriately justify bringing in this notion 
here. 
...The private patronage which was forthcoming at that juncture 
through the Kumar Gallery (since 1950s) whose moving spirit was 
Virendra Kumar Jain, a young but a bold enterprising person 
whose gamble in supporting many of the emerging artists now 
proves him to have been so perceptive and so full of insight. 
Combining business acumen with eye for the significant art works 
and through these the artists who created them, his place is as 
much a part of this National 'Zeitgeist' of the 1950s, as much as the 
actual artists themselves, as one fired by the same 'spirit'. 
The next generation of artists who followed on the heels of the 
previous generation was also spotted by the sharp eyes of Virendra 
Kumar, like Biren De, Ram Kumar, Krishen Khanna, Shanti Dave, 
G. R. Santosh, A. Ramachandran and others. Of course, especially 
history will remember him for his dramatic intervention in the rise 
of Tantric Art. Its discovery in the 'Indian tradition' by his 'putsch' 
to Ajit Mookerjee's research on Tantra Art, besides consistent 
support for many years to Ghulam Rasool Santosh (one of the most 
characteristic of Tantra artists). 
...Virendra Kumar's involvement with the creative careers of the 
struggling artists from 1950s onwards should be regarded as much 
a part of the historical growth of contemporary Indian Art. The 
way he, along with his brothers, promoted the artistic development 
of some of them like Kulkami, Husain, Souza, Santosh and 
Ramachandran, shows his faith in their creative intuitions. 
The similar Zeitgeist found its impact even in a relatively remote place like 
Kashmir. In the wake of Sheikh Abdullah led National Conference, which 
launched a sustained campaign against subjugation, poverty and social 
imbalances, the cultural life of Kashmir, especially in the field of poetry, was 
imbued with a sense of revolt and political satire. It is during this time of 
national awakening which coincided with the direct encounter with some of the 
influential Progressive artists present in Kashmir that a few local self-conscious 
artists identified with the mainstream impulses of the 50s and ventured upon 
their individual journeys. 
The Progressive Artists Association in Kashmir aimed at modeling itself on the 
pattern of Bombay progressives. The awareness of the modem art came largely 
by their interaction with the artist who were sojourning in Kashmir. There is 
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mention of other sources like films and journals, which possibly was brought 
by the similar artists who happened to be travelling in Kashmir. In a 
conversation with Triloke Kaul he recounts his first encounter with Raza who 
besides encouraging their artistic talent also shared with them his books, 
pamphlets and various written material about modem art. On one account he 
gifted Butt and Triloke a book about Van Gough, which particularly had a deep 
and lasting influence on Butt. The most cathartic influence came by way of an 
initiative described as UNESCO Travelling Print Exhibition held in a local 
Hotel around early fifties, which showcased the life-size reproductions of the 
works of almost all the great masters of western modem art from 
Impressionism to Picasso. However, the most convenient and discemibly 
immediate source of early inspiration was the considerate involvement of S H 
Raza during his frequent visits in the Valley. The reason that the earliest 
experimentation was largely dominated by impressionist/fauvist or 
cubist/expressionist vocabulary of modem art was largely due to Raza's 
influence. The relatively open-ended paradigm of Progressive aesthetic 
ideology attracted many young local artists. The more ambitious artists started 
planning to leave the valley and prove their worth in the mainstream of Indian 
modernism. While others brashed shoulders with the local intelligentsia and 
absorbed themselves in various art-administrative governmental jobs. 
After the establishment of Institute of Music and Fine Arts (1965) and the 
Jammu and Kashmir Academy of Art Culture and Languages (1963), in both 
Jammu and Srinagar, the modem art activities became more organized. 
Modelled on the pattern of Baroda curriculum of 50s/60s, the Institute of Music 
& Fine Arts became the only discemible platform to practice, promote and 
more specifically to encourage new artists and thus anticipate the fiiture 
prospects of modem art in Kashmir. One can easily trace the Baroda 
orientation that engaged the students and still finds its resonance in the present 
generation. We can trace the conceptual and stylistic influences of Baroda, 
59 
which interestingly bears its stamp more in the sculpture medium. For obvious 
reasons that Santosh or Triloke Kaul, the first Kashmiri students to pass out 
from Baroda, never chose to teach. But among the second batch of students like 
Gayoor Hassan and V R Khajuria, who specialized in sculpture under the 
supervision of Shanko Chaudhuri and both subsequently headed the first 
sculpture departments in Srinagar and Jammu art Institute respectively, had 
more immediate followers. 
A litfie earlier in 1948 the first self-consciously modem art group often referred 
to as Trio was fornied by the three active members of the Front P N Kachru, S 
N Butt and Triloke Kaul, which eventually was renamed as Progressive Artists' 
Association in October 1948. In May 1949, the association held its first show 
in Srinagar. Among some of the influential people who witnessed the show was 
Percy Brown who declared: "the movement aptiy represents the progressive 
trend by bridging the abysmal gulf of five hundred years, thus linking the 
tradition with present."^ Synchronizing with the Progressives spirit as 
foregrounded by groups like Calcutta, Bombay, Delhi Silpi Chakra in 40s and 
Madras Cholamandal in 50s the Progressive Artists' Association of Kashmir 
was founded roughly in the same time with the experienced patronage of S H 
Raza. The most important factor that defines the course of the future 
development and participation of local artists is mainly due to two reasons. 
Firstiy because of Raza's active presence in the Valley which anticipated a 
certain space where many aspiring individuals could share their dreams of 
artistic ambitions and secondly artists like Ghulam Rasool Santosh, Triloke 
Kaul and Kishori Kaul, the first batch of Kashmiri artists trained in M S 
University Baroda, brought with them a lucid and academically articulate 
vocabulary of Indian modem art in Kashmir. And thus, it is important to note, 
the Kashmir's modem art scene follows the evolutionary link between the 
outward avant-gardism of Progressives and the inward, more self-conscious, 
alternative modernism of Baroda. 
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The presence of Raza, who after founding the Bombay Progressives kept 
travelling in India and eventually settled in France, plays a significant role in 
the development of the local Kashmiri artists. Raza's frequent visits to Kashmir 
were largely motivated by his early experiments in landscape idiom. During 
this period of early 40s he found Kashmir the most ideal location to work out 
his fluent water colours of landscapes and townscapes executed in an 
expressionist mode, which gradually moved towards abstraction in his later 
years. It is important to mention that the landscape painting as one of the major 
tendencies of the early post-independent Indian art was dominated largely by 
two distinctively different influences. While the one current was suggestive of 
the romanticism of miniature traditions and the other was infomied by the 
Victorian realism, the characteristic 19* century interest in picturesque as 
reflected in the works of the British painters who came on painting tours to 
India. Both the tendencies find a considerable echo in Bengal School. 
However, what gave Progressives a certain consensus to transcend the narrow 
traditionalism of Company School and some part of the Bengal School was in 
their radical shift to an individualistic stance. This is the characteristic that 
dominates the progressive artists. They rather sought their inspiration from the 
individualistic position shared by Indian artists like Amrita Sher-Gil, Gemini 
Roy and Rabindranath Tagore and from the west it was the real time 
participation of Walter Langhammer or more specifically the influence of 
Austrian-bom expressionist painter Oscar Kokoschka. Langhammer was a key 
personality, as artist, critic and patron, responsible for encouraging and 
promoting the modem art movement in Bombay during the I940's. 
Langhammer's is also important for introducing Kokoschka's style of 
panoramic landscapes of the great European cities in pure hues, the influence 
that guides the landscape paintings of Bendre and more particularly the 
expressionistic renderings of Raza's urban landscapes. The similar current, as 
passed through the two artists Raza and Bendre who are directly linked with 
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the major part of modem art experiments by Kashmiri artists, seems working 
behind Somnath Butt's styhzed landscapes, consisting of vertical and 
horizontal shafts of lines and colors.^ 
Reflecting on the artistic concerns of the post-partition in general and Raza's 
preoccupations during the period of his visits to Kashmir Gayatri Sinha 
observes: 
Raza's "Cityscape" (1946) and "Baramula in Ruins" 
(1948) both reflect his anguish over partition and the vulnerability 
of a Muslim in Mumbai during the riots. He said "On the one side 
there was a national tragedy. As personal history for my family 
these critical years of 1947 to 1948 were those of tragedy and 
separation. In July 1947 my mother died in my house in Bombay; 
early in the next year in 1948, my father passed away in Mandla. 
Linked with this period of riots and killings and hatred there was 
my private history and my personal sense of loss."^ In his work on 
the devastation in Baramula, it is the enduring damage to this 
Kashmiri town that is etched - human beings are conspicuous by 
their absence.'' 
Raza, it needs to be mentioned, unlike his Progressive contemporaries who 
largely dealt with figural subjects, chose to focus on landscape in an 
impressionist and fauvist manner, which later adopted an expressionist mode. It 
becomes obvious that his frequent sojourns in Kashmir were basically 
motivated by his passionate indulgence to seek aesthetic possibilities in the 
motifs from nature. It is in this context that as early as in 1946 there are 
accounts where Raza along with his H R Gade, another very significant 
contemporary of Raza, met young artist like Som Nath Butt and Triloke Kaul. 
It is believed that Raza was profoundly impressed with their dedication, 
ambitious restlessness to venture into the vocabulary of modem art. While it 
was basically Raza's aesthetic preoccupation with the scenic nature of mral 
India which brought him to Kashmir, but his works assumed a gloomy aura as 
soon as he realized the human plight caused by the communal riots during 
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partition. From the emotionally potent and subjective stance of expressionism it 
becomes obvious that Raza's landscape-oriented work was deeply suffused 
with the element of human tragedy in the midst of bloody partition, the concern 
that, however, does not seem to be so visible in the works of Butt or his 
contemporaries, like Triloke Kaul and P N Kachru. On the contrary all the 
three artists shared a somewhat similar attitude where the formalistic problems 
or stylistic possibilities dominated the subjective or personal convictions. 
However, as a kind of mentor, patron or the guide many young artists owe their 
initial enthusiasm to their interaction with Raza. 
DINA NATH WALl (1908-2006) 
Wali remains to be the most senior among the early students who availed 
training from Amar Singh Technical Institute in Srinagar. The Amar Singh 
Technical Institute of Srinagar was establishment by Maharaja Pratap Singh 
with the patronage of Sir Walter Lawrence, the settlement commissioner of 
Jammu and Kashmir. These schools trained students in engineering, floral 
design, clay modeling, painting, carpentry and smithy. These institutes were 
modelled on the British pattern of Victorian academic realism, which included 
a set number of studio practices like drawing from the model, nature studies in 
watercolor, portraits from life and oil painting. Most of these painters preferred 
the landscape idiom, for obvious reasons as the scenic beauty of Kashmir was 
the most captivating and unavoidable subject. 
Wall's Company School-oriented watercolor landscapes serves as the most 
immediate testaments of the times. However, provincial in his aesthetic aims, 
Wali remains to be the first Kashmiri painter who earned quite a considerable 
recognition outside the Valley. As Keshav Malik recollects: 
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I too nostalgically remember Sir Amar Singh Technical Institute 
and the bucolic Principal J.C. Mukerjee. Then one goes on to 
remember Amar Singh College and the vivacious Prof. Madan, for 
instance. One remembers the springs and summers, autumns and 
winters of Hazuribagh with its long lines of Chinars (cut down to 
make a sports stadium); the merry mulberry trees, and the silk 
worm by the silk factory; the snow-line and the moving waters of 
Vitasta; the smell of wood in the doonga (freight boat) carting 
logs; flower and grass growing roofs; Hari Parbat at dawn and 
dusk; the seven bridges: vistas of poplars; ruins of the marvelous 
black-lime-stone temples of Avantipora, Mrtand and others; 
saffron fields of Pampore in autumn; the holiness of the waters of 
Sheshnag; gubbas; namdhaas, paper mache and the wood crafts; 
walnuts, almonds and the slow pheran walk; the limpid lakes; the 
concentric circles on the waters; the gay exhibition grounds; 
Mahjoor, Azad and Nadim. '^  
It is this colorful milieu and its rural virginity that Wall wanted to express as an 
artist. Known for his watercolors, one of the favorite mediums of the company 
period, Wali shared the restlessness of a modem artist who spent his youth 
wandering for an ideal piece of location to paint his landscape and never 
bothered much if they will ever be sold. Somewhat seduced by the natural 
grandeur, he choose a certain detachment from the mainstream of modem art 
idioms and painted the picturesque surroundings as faithfiilly as academic 
realism had taught him. However, as he moved out of the Valley he was 
immediately noticed by many important art-connoisseurs and critics of the 
time. In his frequent visits to Calcutta, motivated by his interest in watercolor, 
he came in contact with Percy Brown and O.C. Gangoli, the two influential 
personalities of Bengal School. In 1953 Percy Brown inaugurated Wall's first 
one-man show in Nedou's Hotel Srinagar where some of his paintings were 
also sold. In 1954 he held is second one-man show at Jehangir Art Gallery 
Bombay, which was followed by a show at All India Fine Arts and Crafts 
Society's Delhi. In his 1956 show in Calcutta 0. C. Gangoli addressed the 
audience. This relatively constant participation, a privilege which only a few 
local artists of the times enjoyed, was a great source of encouragement. Wali is 
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also a poet, quite famous as Almast Kashmiri in the Hterary circles of the 
Valley. 
His watercolors may not fit into the vocabulary of modernism, but they serve as 
simple representations of some of the important landmarks of the Valley, for 
instance the works possibly between late 30s and 50s like Akbar's Bridge 
(pi. 1), Houseboat in Moonlight (pl.2), Riverside Temple (pl.3), Dal Lake in 
Summer (pl.4) and so on. When camera was not an affordable aid his works 
serve as genuine visual documentations of places and its people, which in the 
course of urbanization have seen a noticeable change. In a certain way, 
however not so self-consciously, his work may fall into the early Santinekatan 
initiatives to incorporate nature in its immediacy and the experiential stance. 
Moreover, Wall's landscapes are a pure visual delight for anybody interested to 
experience the un-trodden and the untamed glory of Kashmir. 
SOMNATH KHOSA 
By mid 40s Somnath Butt and Somnath Khosa, after completing their 
elementary courses in painting from Amar Singh Technical Institute Srinagar, 
decided to peruse painting as a full time profession. Both trained in the 
Victorian realism, an early twentieth century academic orientation most 
accessible and relatively well organized in the different parts of the country, 
which bay and large served the colonial interests. By 1930s both had perfected 
their skills, especially, in oil painting. Khosa's significance lies within the 
Swadeshi spirit but not in terms of seeking an alternative or revivalist pictorial 
vocabulary his art was more of a propaganda kind where content overrides 
style. In the ideological backdrop of Bengal School the Swadeshi sentiment 
was guiding the artistic spirit of the times. As early as 1922 Abanindranath 
Tagore painted the rare meeting of Rabindranath Tagore, C F Andrews and 
Gandhi; Nandalal Bose's famous linocut of Gandhi as he set out on his 240 
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mile 1930 Padyatra to break the Salt Act or even earlier nationalistic rendering 
in the works of Ravi Vemia or J.P. Gangoli; Gaganendranath Tagore's satirical 
and caricaturist depictions of the British rule. 
Portraiture, ironically based on British realism, became a most sought genre 
among patriotic-oriented artist. Somnath's portraits are often considered at par 
with Hemen Majumdar and Atul Bose. In the wake of Independence and 
patriotism many Indian artists engaged with the political themes, a 
preoccupation which surfaced with a great zeal in the early British Raj. Both 
painters and sculptors, charged with the feverish struggle for freedom created 
works explicit in its nationalistic fervor. The nationalistic preoccupation of the 
Bengal School, however, foregrounded revivalist tendencies to seek a certain 
renaissance by drawing their sources from the indigenous past and thereby 
maintain a conscious resistance to western influences. But Somnath Khosa, like 
for instance K M Adimoolam, is mainly remembered for their contribution to 
capture some of the historic moments in Gandhi's life. But unlike Adimoolam 
who was well-versed in modern vocabulary, Somnath's work remained 
confined both in terms of subject matter and stylistic character. In this way 
Somnath's significance, on the contrary, may be established on the fact that his 
works provide an immediate testament of the early political life of India. In 
other word he sacrificed his aesthetic aims for a political cause. 
It is in the context of pure documentation, however not of his immediate socio-
political space of Kashmir, but largely mainstream centering around Mahatma 
Gandhi and his associates, that Somnath's contribution can be justified. In 
spite of the fact that Somnath shared the political convictions of Bengal School 
or the general intelligentsia of the times but on artistic merit his work somehow 
seems trapped within the British/Victorian realism, the schooling he could not 
transcend. Inspired by Mahatma Gandhi's call he consciously decided to 
contribute his artistic skills for the political cause. He spent the last twenty five 
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years of his life painting realist works on Gandhi, for instance, Gandhi ji 
looking after Shri Parchure Shastri, (pi. 11), the Sanskrit scholar who was 
fighting with leprosy, Gandhi ji with Lord and Lady Mountbatten, (pi. 12), 
Gandhi ji at Madras Station, 1947 (pi. 13), and a somewhat dreamy 
representation in the possibly later work. Evening walk at Juhu Beach, 
(pi. 14). These works are available in various museums and private collections 
like Gandhi Smriti in New Delhi and Birla Haveli & Museum at Pilani. A small 
body of his work is also archived by Neville Tuli of Osian's, Mumbai.^ 
SOMNATH BUTT (1925 - 1973) 
Unlike Khosa, Sonmath Bhat never had such a unique opportunity or a choice 
to decide his professional career. However, while Khosa's more or less secure 
position and professional complacency kept him bound to the traditional 
paradigm of academic realism Butt on the contrary ventured into the non-
conformist and therefore the difficult position of identifying with the modem 
artist. While Khosa shares the conservatism of D N Wali, who is known for his 
watercolors to record the rural life of Kashmir more or less in the same manner 
as Khosa depicted the political life of India in the wake of Independence. 
However, they also differ in the choice of medium, while Khosa's preference 
for oil color gives a certain sense of precedence over the way Wali did his 
watercolors. But unlike both of them it is predictable that Butt's popularity or 
professional success may have been relatively slow and confronted with 
challenges. 
Butt is considered among the earliest and perhaps the first truly self-conscious 
modern artist of Kashmir. His association with Cultural Front, a socio-political 
and cultural platfomi founded in 1947, brought him close to two more aspiring 
artists P N Kachru and Triloke Kaul and subsequently they got introduced to 
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S.H. Raza, which anticipates his active involvement with the idiom and the 
ideology of modem art. After joining the Progressive Artists' Association in 
October 1948 along with Kaul and Kachru and subsequently participating in its 
exhibitions Butt's talent came in the notice of various influential elites of the 
time, notably Percy Brown, Raza and Grade. The most significant event in the 
early development of Butt was Raza's initiative to organize a two-man show of 
Butt and Triloke Kaul in Bombay in 1949. This was the first ever exhibition of 
local modern artists outside Kashmir. As Triloke Kaul recalls: "The exhibition 
was a great boost to not only two of us but also the other aspiring artists of the 
Valley. Its importance is also based on the fact that at that time Bombay 
Progressive Group was hardly two year old and we had the privilege to interact 
with some of its forerunners. However, it was Butt's paintings which stole the 
show. Raza and his artist-friends wanted us to stay in Bombay for some time. I 
for personal reasons was not in a position to stay longer. But Somnath Butt 
stayed for a year or two."'° The Bombay media describes Butt's works as 
'semi-abstract landscapes', and 'wizard color combinations'. These chromatic 
abstract-oriented landscapes, like Untitled, 1970 (pi. 15) at once reminiscent of 
Raza's works of the period, remains a constant stylistic engagement almost 
throughout Butt's artistic career. 
Butt's early works, as was the case with most other artists, may have been 
influenced by his training in the Technical Institutes modelled on British 
realism, which foregrounded the accurate description of the ordinary and 
observable world. However, his reputation is largely based on his encounter 
with the modem art. There are accounts which refer to his very early 
inclination to depict things in a visual language. It is believed that his artistic 
talent was discovered by some European who owned a Hotel in Gulmarg in 
which Butt had come to stay with his sister and brother-in-law. But the real 
encouragement came only when Raza noticed him. He is believed to have 
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selected Butt as his student among the number of other aspiring artists and 
Uterally taught him for about two months. With the help of Raza he was 
virtually introduced to various modern art movements and art historical facts. 
Soon after this privileged education he started experimenting with various 
idioms, notably the cubism of Picasso and expressionism of Van Gough, the 
two stylistic influences which guided his work throughout his career. In two-
man show in Mumbai in 1950 the media responded: "A new star is bom on art 
horizon of the country." " 
The Mumbai exhibition may have triggered more enthusiasm and there are 
accounts of his renewed vigor and variety in experimentation. It is believed that 
M F Husain during his visits to Kashmir would make sure that he meets Butt; 
however, there is no discemable evidence of Husain's influence on his work. 
Butt's is also known to have shared his skilled knowledge by providing the 
early education to his juniors like Santosh and Kishori Kaul. Besides painting 
Butt also received a scholarship to study Kashmir Shawl Designs, the 
preoccupation which later secured his job in the School of Design to nourish 
the local tradition of handicrafts. 
Despite some great accounts of his ambitiously perused artistic life the 
paintings of Butt are rarely available. Either disappeared in the course of the 
tragic migration of Pundits or lying in some private possession, ironically, only 
a single image of his painting is circulating both in the Academy catalogues 
and on internet. The relatively most productive years of his career are believed 
to be either early 50s or the first few years before his early death in 1973. But 
at this moment except the work included here, painted just two years before his 
death, no other work of his early period could be traced. 
Remembered as the unsung Vincent van Gough of the Valley, Butt may not be 
sharing the aesthetic revolution of van Gough, but he strongly felt the weight of 
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his ambitious vocation and in a somewhat desperate haste disappeared from the 
ever challenging milieu of modem art world. 
TRILOKE KAUL (b. 1925) 
Triloke Kaul remains to be the most prolific and aesthetically articulate among 
the so-called Trio group. Like Butt and Kachru he too was among the first 
privileged few to join the tribe of modem artists under the direct guidance of 
Raza. In the modem art world such coming together under some kind of a 
group whether named or not, as in case of the name Trio Kaul assertively 
maintains that this name never exited attributing it to some kind of romantic 
fascination with the term, at least proved very significant to create a space of 
dialogue and discussion with other fellow artists. There are accounts that 
during this time the local artists enthusiastically participated in discussions 
debating about various intellectual nuances of art. In the presence of 
intellectually stimulating and eradite mainstream artists of India like Raza, 
Gade and later many others it is very much possible that the local artists were 
conscious of the most vital debates revolving around authenticity and the 
national/modem dichotomy. Possibly brought by some of the reputed artists 
who were visiting to Kashmir, they were introduced to the work and style of 
Impressionists, Post- impressionists, Paul Klee, Kandinsky, Picasso, Matisse, 
and the like. This needs to be stated that by then the historical initiative of 
Rabindranath Tagore to organize the Bauhaus exhibition in 1922 in Kolkata 
bringing original works of Klee, Itten, Kandinsky and their students on the 
Indian soil was already one of the most disseminated information about the 
modern art-practice in the west. And secondly the influential presence of 
Walter Langhammer in the fomiative years of Bombay Progressives who was 
instmmental in bringing the influence of Expressionism, the idiom that suited 
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most of the Indian artists for its subjective and existential stance. So Raza, for 
instance, was very much loaded when he was interacting with the local artist, 
which had a considerable and sustainable influence especially on the first 
generation of self-conscious modem artist of the Valley. We get to know a 
growing enthusiasm shared by the artist to explore different techniques and 
experiments in the fashionable mediums of the time. 
Not happy with the provincial aura of the modern art scene in the Valley 
Triloke Kaul left for Baroda. In late 50s Baroda was the most sought after art 
institute in India. Known for the highly effective pedagogic strategies of 
Bendre, who before coming to Baroda as a teacher was widely exhibited and 
widely travelled painter of India.'^ The stylistic eclecticism of Bendre's 
personal aesthetic concerns like post-impressionism, Fauvism, Expressionism 
and later Cubism and his early schooling in British academic realism of Indoor 
School had a discerning and yet subtle influence in his teaching. His tonal 
manipulation to create an effect of radiance; his adherence to the traditional 
gouache and above all his preference of landscape and portrait idiom was 
passed on to his students. But more than these stylistic demonstrations 
Bendre's real pedagogy lied in his relationship with students. He never treated 
them as lesser than himself, a unique position rarely seen in today's teacher-
student interaction. It is within this special provision of freedom that his 
students flourished as mature individual artist even during their student days. 
The same privilege was granted to Triloke Kaul, Santosh and Ratan Parimoo of 
Kashmir who along with Bendre himself, K G Subramanyan who was a young 
colleague of Bendre, Shanti Dave, Prabha Dongre, Kumud Patel, Balakrishnan 
Patel, Himant Shah, Jyoti Bhatt, Praftil Dave, Ramesh Pandya, and Vinay 
Trivedi, and later Vinod Shah, Vinodray Patel and Gulammohammed Sheik 
fonned the Baroda Group.'^ With the active help of Bendre the group held its 
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first exhibition in Bombay in 1956 and later many shows in Delhi and Bombay, 
the two most busy art centers of the times. 
The Group soon transformed into an intellectual forum inviting more artists to 
participate in the brainstorming negotiating various concerns of the times from 
aesthetic to general socio-political life. Triloke Kaul had already earned fare 
recognition as a modern painter in the Valley before he enrolled himself in 
Baroda. But prior to Baroda his work was largely informed by the landscape 
idiom of early Raza and perhaps closer to Butt. However, Baroda imparted his 
work with a certain Cubistic-abstraction which by late 60s subsequently 
transformed into the explicitly abstract vocabulary. The metamorphosis that 
still dominates his body of work and can safely be identified with it. As the 
Kashmiri art historian teaching in Baroda, Ratan Parimoo, describes: "Triloke 
Kaul was probably one of the first to turn to Cubism. He applied with 
surprising success the Cubist language to Kashmir subject-matter particularly 
to motifs of house and boats. Their planes and straight lines easily lent 
themselves to Cubist, analysis. But bearing in mind that the original Cubists 
concentrated mostly on still-life (where it was easier to delimit space and 
volume) compressing landscape element into flat intersecting planes was quite 
daring on the part of Kaul." 
It is interesting to notice that the element of abstraction assumes a hypothetical 
importance among the modem artists of Kashmir. A retrospective overview 
provides a convincingly palpable identity of abstract-orientation when we study 
the development of Kashmiri artists. Like Kaul, Santosh too shares a somewhat 
similar artistic development. He too started off in an impressionist landscape 
mode and eventually after his stints with various modem art idioms adopts an 
abstract vocabulary, however, quite different in its conceptual rigor from Kaul. 
Whether abstract or abstract-orientation the same tradition is carried on when 
we come across other artists like P N Kachm, Nisar Aziz, Suraj Tiku, M. Sadiq 
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and Manohar Kaul, and from second generation Gayoor Hassan, the major part 
of Bhushen Koul, A R John, A K Raina, K Khosa, and many younger artists of 
the present generation. The possible preoccupations of the cultural and 
historical link with the heritage that may have contributed or caused a certain 
archetypal psyche finds some discussion in the chapter on Santosh. 
The immediate characteristic of Triloke Kaul's work lies in its resonating 
painterly vertical stripes. While the work Untitled, 1957 (pi. 16) may appear to 
be vividly inspired by his early association with Raza for its rugged 
expressionist outlook but the work bears a heavier stamp of Bendre, for 
instance his 1955 work The Thorn. But while Bendre preferred a darker plate 
Kaul on the other hand illuminates his painting with chromes and scarlets, the 
recurrent characteristic that surfaces almost throughout his body of work. The 
architectural dynamism of his landscapes is also reminiscent of Cezanne's 
geometrical treatment, an influence that seems so inevitable to any modernist 
experiment in landscape. The motifs of triangular house-tops, a typical 
Kashmir architecture, synchronizing with cone-shaped mountain-peaks and 
more peculiarly with the cone-shaped Kashmiri hat in works like Autumn 
Aerial, 1975 (pi. 17). Like Bendre, Kaul choose landscape idiom because it 
provided a certain ease to incorporate various stylistic influences. Kaul's 
treatment of color in broad splashes, the choice of color and the spontaneity of 
overall compositional order also recalls the Bauhaus, especially the musical 
element of Kandinsky. But while Kandinsky's landscape-oriented paintings 
are more rich in color variations and lyrical in its treatment of the figure Kaul 
retained a minimum color plate and a certain Cezannesque adherence to 
vertical and horizontal movement of the brush. 
Kaul's painterly treatment attains a Rothko-like stance as his landscapes 
undergo a certain metamorphosis. The American Abstract Expressionist, 
known for his rectangular fields of color and light which subsequently assumed 
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a preoccupation with the transcendental and the subUme. Formahstically the 
major styhstic difference between the two is while Rothko's broad and un-
modulated fields of color largely retained certain horizontality, Kaul on the 
other hand seems more inclined to adopt a vertical flow in his translucent and 
exquisitely painted canvases Untitled, 1975 (pi. 18). 
Kaul's work is also reflective of a certain liking for Henry Matisse's outright 
demonstration of design, reducing content to a lovely pattern and seeking end 
in from, a characteristic that also finds its significance in the Bauhaus approach 
to design which remains one of the vital influence in the Baroda of 50s and 60s. 
However, Kaul's position remains somewhat less ambitious than Santosh for 
his intense and well-wrought indulgence into one of the most esoteric and 
profoundly loaded indigenous art forms of ancient India. Kaul, on the other 
hand, choose a more or less convenient vocabulary of modem art which 
seemingly prefers the sensuous ethnic appeal of the Valley to the overtly 
spiritual; perceptual to the conceptual and material to the metaphysical. 
It is possible to speculate that the transition from the earlier landscapes with 
quasi-figurative references to Kashmir to the abstract gestures may also have to 
do something with the drastic change in the recent political history of Kashmir; 
a phenomena very much recurrent in most of the Kashmiri Pundit artists. But 
unlike other artists such as Kachru and particularly Ratan Parimoo whose 
representational and narrative mode is loaded with the nostalgic yearnings, 
Kaul choose a subtle language to express his nostalgic fantasies Untitled (pi. 19 
and 20). In this Kaul shares his aesthetic paradigm with Santosh, however, both 
are polar opposites in their conceptual framework. Above all Kaul's body of 
work is mainly preoccupied with the foraialism of expressionist abstraction and 
subtle undercurrents of cubistic and futuristic treatment to negotiate the plastic 
dynamism of pictorial space, movement and color modules. When asked as 
how did he decide to become a painter he would succinctly reply: "because 
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there is nothing 1 can do better."' Unlike most of the Expressionists since Van 
Gogh for whom art was more of an emotional outburst to express their 
existential crisis, Kaul treated art as a playful vocation primarily to seek 
pleasure, which, however, indirectly echoes the position of Santosh. 
Triloke like Butt joined the School of Design as a director to patronize the 
traditional handicrafts of the State such as Tapestry, Carpet, Embroidery, Kani, 
Willow, Wood-carving, Turning, Metal and paper mache. In his artistic career 
Kaul has held numerous exhibitions across India, notably in Delhi, Bombay, 
Hyderabad and Calcutta. He has been honored with many awards from 
Bombay Art Society, All India Fine Arts and Crafts Society, Academy of Arts 
Amritsar and Academy of Art, Culture and Languages, J&K. Recently the 
Panun Kashmir Organization honored him the title of 'Sharda Saman'.'"^ 
P N KACHRU 
P N Kachru, although senior to Triloke Kaul, is best remembered for his early 
initiatives to bring the first group of artists together. The founder of National 
Cultural Front founded in November 1947, Kachru's real significance lies in 
his influential role to invite painters in the cultural space of the time. Due to 
various forms of discontinuity, lack of patronage and iconoclastic interventions 
the history of plastic arts in Kashmir is confronted with profound obscurity 
since roughly eleventh century. However, in the field of other arts, especially 
poetry Kashmir has relatively seen a rich tradition. Somewhat similar to the 
pre-Renaissance in Florence, it is possible to speculate, the identity of a painter 
may have been received with a similar prejudice among the poets and writers 
of Kashmir. It is in this sense Kachru's, who was an active member of the 
Front comprising of the general intelligentsia of the Valley, thinkers, poets, 
writers, dramatists and musicians, he sought the participation of painters which 
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subsequently lead to the Progressive Artists Association in 1948. The 
Association was very instrumental in the individual development of many local 
artists by instilling in them a confidence to pursue their ambitious career. 
As an artist Kachru may not share the aesthetic potential of artists like Butt or 
Triloke Kaul but as a cultural activist his contribution is laudable. Possibly an 
earlier work, My City (pl.21) Kachru, like his contemporary Kashmiri fellow 
artist, reflects his aesthetic debt to Raza. The painting, however in a bad shape, 
provides an aerial view to the valley inhabited with little hut-like squarish 
houses. The landscape forniat, abstract treatment and the textural quality is 
clearly reminiscent of Raza. While the Untilled, 1975 (pl.22) bears more 
resemblance to Triloke Kaul's expressionist abstraction. His later works appear 
sketchier, unfinished and deliberately illustrative, while reflective of the older 
preoccupation with architectural motifs (pl.23/24). At occasions the same 
sketchy and illustration-like treatment is applied to subjects evoking sensual or 
erotic connotations (pi. 25). 
Kachru has held many shows since 1949 in Kashmir, Jammu, Delhi, Mumbai, 
Calcutta, Hyderabad and Lucknow. He has been awarded many times by J&K 
Academy and Hyderabad Art Society. In 1988 he was honored with The 
Veteran Artists award by AIFACS, New Delhi. Besides he has been actively 
engaged in writing on various cultural concerns such as: Kashmir Buddhist 
sites - Harwan, Wushkar and Hulmar (Matan), Kashmir School of Terra Cottas 
- the Wushkar School. Megalithic site of Burzhom, Kashmir, Burzhom and 
Indus valley civilization. The living tradition of India-crafts of Jammu, 
Kashmir and Ladakh - Chapters of Papier-mache and wood crafts, Mapin 
Publications Pvt. Ltd, Ahmadabad. "Stein's search for Codex Archetypus" - the 
paper was read out by the author on the occasion of Remembering Sir Aurel 
Stein."Lal Ded and Kashmiri Chroniclers"- the paper was read in the national 
seminar organized by Kashmir Education, Culture and Science Society, New 
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Delhi. "Kashmir's Contribution to Pahari Art Movement" - the paper was 
presented on 27th February, 2001 in the Conference Hall, Indira Gandhi 
National Centre for the Arts, New Delhi, and on various environmental issues 
as well.'^  
'' Acc^ Nv- • 
KISHORIKAUL (1939) "'• ^ . . 3 y 
Enjoying a special position of being the first Kashmiri woman to join the tribe 
of modem artists, Kishori Kaul is remembered for her rigorously academic 
orientation. Intellectually stimulating and passionately involved she was more 
efficient in imbibing all that Bendre had to teach in his characteristic methods 
of practical demonstration. Her works during her study in Baroda reveal her 
passionate and keenly observed understanding of the basics of pictorial 
language as instructed by Bendre. 
In a portrait study like Mona Bendre, 1961 (pl.28), Bendre's influence is quite 
visible in her post-impressionistic treatment reminiscent of the painterly 
construct of Bonnard and Vuillard, the two artists Bendre favored most, and the 
academically conventional subjects like portrait and still-life. After mastering 
the pictorial language based on the Baroda academicism she gradually ventured 
upon to incorporate a certain lyricism by diffusing the well-defined contours of 
Bendre's fauvist/post-impressionist style, for instance in the work Silver Grey, 
1977 (pl.29). With the course of time, interestingly, her work too assumed a 
somewhat similar transformation as that of Triloke Kaul and Santosh. The 
earlier preoccupation with portrait and the still-life went through a certain 
diffusion to evolve into a more ethereal landscape oriented abstraction. The 
Untitled, 1980, (pl.30) is suffused with an expressionist sublime celebrating 
the emotive power of gestural and the painteriy stance. This celebrative mode, 
however, unlike Triloke returned to the figurative in her later works. The works 
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like Untitled (pl.31), Finesse, 2001(pl.32), Outburst, 2001(pl.33), Aspiration, 
2001 (pl.34) and the like reveal a renewed interest to work out sumptuously 
sensuous details of landscape motifs, at once suggestive of an exuberant and 
exhilarating memories of the colorful Valley. It is interesting to notice the 
potent feminine sensibility for investing a sense of gayness to her nostalgic 
subconscious. The microscopic observation and the delicate treatment to motifs 
like flowers, chinar leaves and the subtly decorative use of colors sets her apart 
from her Kashmiri contemporaries. 
Kishori Kaul is often associated with artist like Laxman Pai, Anjolie Ela 
Menon, Manjit Bawa, Rameshwar Broota, Ganesh Pyne, Arpita Singh, for their 
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shared preoccupation with the subconscious and the fantastic. As Mago 
describes: "Kishori's works gained from Nature or emotion. Her drawing was 
basically an accessory to an emotion based on her coherent rhythm of color. 
Colors of light move on the canvas in a playful, somewhat 
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impressionistically. 
Kishori learnt her first lessons of art from S N Butt. In 1959 she left for Baroda 
and like Santosh and Triloke she studied painting under the supervision of 
Bendre. From Baroda she moved to Delhi, where she eventually settled down. 
Kishori held numerous shows across India. The Art Heritage catalogue 
describes her: "'The source of her works lies in the actual and metaphorical 
worlds of her childhood. The yellow 'amaltash' reminds us of the mustard 
fields of Kashmir."''' 
The very significant biographical fact about her is that in spite of her struggle 
with tuberculosis she dwells into the palpably sensuous and psychologically 
healthy and beautiful metaphors pregnant with the gifts of nature. Gifted with a 
poetic imagination so reminiscent of romanticists like Wordsworth the 
fountainhead of her aesthetic sources lies in nature, especially the nature 
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inhabited with her childhood memories. In a somewhat post-Cezzanesque or 
post-romanticist stance her verbal articulation provides a better comprehension 
of her work than any critical analysis would ever arrive at; 
My process of conceiving a work is linked with 
Nature's inherent structures and their ability to strike a deep 
resonance within my memory. The downward rush of the 
crystalline water or a mountain stream, splattered with light 
streaking through the overhanging branches of trees, determines 
the structure of a paindng...The sudden, swift flight of a bird, the 
limb of a tree cutting across space, the little world of my garden in 
the middle of the city-all become starting points for the 
reconstruction, through colour, of fleeting but profound 
20 
sensations". 
Kishori's subconscious mind and the time-scape of memory is loaded with 
subjective associations for which she finds the fonnalistic mode and abstract 
vocabulary most suitable to express. She writes: 
To verbalize the texture, hue, shadow area and 
sudden burst of colour of a fleeting image imprinted on the mind's 
eye is difficult at the best of times. To rediscover in words the 
gallery of images that unfolds along the corridor of time is nearly 
impossible. What retums to verbal language is mostly a montage, 
with large areas of association missing. The perception and 
aesthetic assimilation of any visual experience do not even retum 
in words. They get into the colour technique and style and 
permeate the artistic persona". 
NISAR AZIZ 
Due to the great scarcity of first hand sources, primary sources or any other 
form of published material nothing much can be discussed about artists like 
Nisar Aziz, Mohd. Sadiq and Suraj Tiku. The possible reason that they did not 
find a definite and continued mention in the general information about the 
modem artists of the Valley may largely be due to their early retirement, lack 
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of necessary patronage, disillusionment or the absence of continued 
development in the quality or the productivity of their work. Although in 
representing the first generation of modem artists their contribution deserves 
some mention. Their significance as the founders is quite indispensible for any 
reference to the early developments in the modem history of Kashmir. Along 
with their contemporaries such as S.N. Butt, Triloke Kaul, P.N. Kachru, G. R. 
Santosh, Ratan Parimoo, they were convincingly the first initiators to launch a 
certain renaissance in the field of plastic arts in the Valley. 
From the early accounts of their artistic output we can partly refer to a scarcely 
few images of their works available in the archives of J&K Academy or 
published in catalogues or intemet and partly some facts can be gathered from 
various accounts where other artist have talked about them. In the first case, 
which refers to the most obscure and awfully undocumented artists, are a few 
images of Nisar Aziz and M. Sadiq. But in the case of Suraj Tiku a relatively 
more lucid account is available in the fonn of observations made by different 
artists of the Valley, which is published on some representative websites about 
Kashmiri Pundits. 
While looking at Nisar Aziz's undated painting Untitled (pl.37), one cannot 
simply ignore it as a meager testament of artistic evidence. The work reflects a 
certain virtuosity and aesthetic emdition that can only be achieved after a 
sustained practice with the oil pigment, the perceptually rigorous understanding 
of the subtle tonalities of color, the art-historically informed execution of the 
canvas space. The work, in its unorthodox and non-conformist stance, posits 
even greater expressionist/abstract bravado than his fellow artists like Triloke 
Kaul, Santosh and Kishori. In its gestural dynamism and the overall flat 
outlook the painting is marked with a vivid reminiscence to the abstract 
expressionism of Jackson Plock's drip paintings. However, Nisar appears 
relatively controlled in his spontaneous mode to invite accidents. 
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Interestingly if there is any artist from India that his work may share its 
aesthetic or foraialistic stance that is pre-minimal oil paintings of Nasreen 
Mohamdi of early 60s, or the collage mode of Jyoti Bhat's post 60s paintings 
stuffed with heavy textures and the two-dimensional effect by means of 
incorporating concrete objects like metal scrapes, pieces of plywood and sand. 
Nisar like a true formalist treats painting primarily as a painterly language and 
thus shares his non-narrative mode of Indian art's post 60 experimentation in 
the abstract idiom. 
The work Untitled (pi.38) is, however, strikingly contrary to the first one for it 
shares the futuristic paradigm of artists like Duchamp. The serial or animation 
like repetition to evoke a sense of forward movement is direcdy reminiscent of 
Duchamp's Nude descending a Staircase, 1912. Possibly Nisar may have 
encountered some photographic evidence of Duchamp's work or otherwise it 
makes a miraculous manifestation of what may be taken as a sign of collective 
unconscious. From the local accounts it is maintained that he was very much 
active in the early phase of his career and would periodically participate in the 
annual exhibitions of the J&K Academy but his sudden retreat from the art 
scene remains a mystery which he possibly does not want to share. 
MOHD. SADIO (1937 - 1995) 
Sadiq is among the self taught artists who, however, learned his basic skills 
from Santosh. He too shares the similar fate like Nisar for his near-absence in 
the regional infrastructures supposed to serve as the archival information 
centers for the cultural heritage of the Valley. And the material that exists has 
not been archived with a professional ease to make its relevance as a significant 
cultural document for productive dissemination. From the titles of the works 
mentioned in the Academy brochure showing awardees since 1966 there is 
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only a single entry of Mohd. Sadiq's work titled as Landscape Painting of 1976 
Artists' Award category. 
Two undated works published in the catalogue Untitled (pi.39/40) align 
closer to Triloke Kaul's mode of abstraction. However, the most striking 
difference between the two is while Triloke painted reflects the expressionist 
gusto and gestural mode Sadiq's paintings appear calmer and somewhat static 
in their horizontal repose. While they share the minimum economy of color 
Sadiq's work tends more towards flatness. The flat color field and the 
recurrent use of well-defined horizontal grids, as in the other work Untitled, 
1977 (pl.41), instinctively, brings him closer to the minimalist paradigm of 
geometrical precision, the serial-repetition of grids and the monochromatic 
tendency where color is treated as an object. But considering the aesthetic 
tradition under which Sadiq evolved his style and more specifically his 
guidance under Santosh one cannot possibly assume that he shares the cold-
blooded outlook of American minimalists. 
At a closer look, which however does not yield much considering the awfiilly 
poor quality of the reproduced images, his paintings reflect equally miniscule 
details of a certain life-activity. In the first painting the pyramid-like two 
mountain tops and the condensed foreground, which appears like some 
untamed forest full of trees, brings him closer to the landscape space, a 
preoccupation which is as much suggestive of the iconic natural landscape of 
the valley and a certain regional link with his fellow artists who share the 
similar abstract treatment to landscape. 
SURAJ TIKU 
Some surprisingly comprehensive accounts from the internet, at the least, are 
helpful to locate some relevant biographical details about Suraj Tiku. These 
accounts refer to his early inclination to art when he was hardly a twelve year 
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old and would pick up a piece of charcoal to draw sparrows on walls. After 
passing out from Amar Singh Technical institute Suraj started off his career as 
a landscape painter and also is quite well known for his academic oriented 
portraits. His landscapes in water color, however, evident in its influence of 
British academic realism, show certain sophistication from Wall's rather stiff 
and opaque treatment. Suraj's watercolors are reflective of an impressionist 
delimitation and simplicity. The freshness and the transparency and the 
minimum use of brush strokes, the conventional watercolor techniques, is so 
vividly present in these works such as A Street in the winter, (pl.42). While 
he preferred watercolor for landscapes his portraits and later works are done 
mostly in oil color. 
The various anecdotes reflect upon the fact that he was quite in demand as a 
portrait painter. From urban elites to mythological portraits of Lord Rama and 
Lord Krishna his fame as a portrait artist had spread across the state. The life-
size portrait of Sheikh Abdullah, the then Chief Minister, for which he was 
commissioned by the government, is preserved in Sher-i-Kashmir Conference 
Hall at Soura Institute. Among the other portraits that he painted were of 
Jawaharlal Nehru, Mahatma Gandhi, Dr. S.N. Ahmed Shah, the renowned 
physician and Sh. Chaman Lai Churangoo, one of the founders of Kala Kendra 
theatre in Jaimnu. "^^  In this Suraj shares a certain patriotic passion with 
Somnath Khosa, however, Suraj's involvement was primarily confined to 
display his virtuosity as a portraitist. This needs to be stated that portrait 
painting was the most convenient form of art that assured instant success both 
in the elite circles and among the laymen. Santosh is known to have retained 
this skill throughout his career irrespective of the fact that it hardly contributes 
in his professional success in the international modem Indian art. There is an 
interesting anecdote when Santosh encounters one of Suraj's similar traditional 
paintings that he could not help to quip in Kashmiri: "7/ Chuh Kamal, Yi Gav 
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Artist. Atha Asiah Logmut Riipaya Ya Zah, Vuchiv KamaP (This is great! Here 
is the artist. It must have cost him a rupee or two. Look how wonderful it is?) ^^  
Suraj at the same time reflects a certain distance from the Company School 
orientation and like his contemporaries ventures into the modernist vocabulary. 
The painting called Horses, 1965 (pl.43) is a powerful medley of Raza's 
gestural expressionist mode and other abstractionists working in impasto. But 
the characteristic of Suraj's painting is the horse motif, a metaphor often 
associated with Husain. Until now we largely get to see the landscape barren or 
inhabited with architectural motifs. Suraj brings in the zoomed dynamism of 
horse, which considering the agility and the power-dynamics of this 
romantically significant animal, convincingly synchronizes the action-oriented 
abstract expressionist stance. At once reminiscent of William De Kooning in 
his treatment of the woman-form. However, both differ considerably, while De 
Kooning was preoccupied with the negative aesthetics to express the gross and 
the vulgar, Suraj, like a post-romanticist celebrates the dynamism of beauty and 
power. The other paintings mentioned, possibly done in the similar maimer, are 
Roses, Dongas at Habbakadal, Kanzalvan dated as 1975. 
But unlike Santosh, Suraj's sporadic shifts from one mode to another did not 
help him to develop a sustained and distinctively original vocabulary. As 
Triloke Kaul observes: "Tiku's landscape paintings had an edge over those of 
D N Wali (particularly after 1949) as Tiku was in tune with contemporary 
trends in art though his base was traditional." 
Suraj's traditional base, however, outlives the experiments he did in modernist 
idioms. In 1969 the so-called Visionaries Group was formed by the artist and 
the faculty members at the Institute of Music and Fine Arts in Srinagar. The 
idea was to provide an alternative non-governmental platform to promote 
contemporary art of the state. They tried to initiate discussions and organize 
exhibitions. Suraj Tiku along with Triloke Kaul, PN Kachru, Gokul Dembi and 
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others was an active member of the group. After one of its exhibitions in Delhi, 
in which Suraj also participated, not much is known about the nature of 
activities and how long it sustained as a group. 
Some of Suraj's paintings are in the collection of J&K Academy of Art, 
Culture and Language. In the annual programs of J&K Cultural Academy Suraj 
Tiku was honored with many awards, notably for First Snowfall, 1963-64, 
Horses, 1965, Roses, 1964, My Land, 1967. 
BANSI PARIMU (1938 - 1991) 
Bansi Parimu, a self-taught artist like Nisar Aziz and Sadiq, is known for his 
multidimensional persona. People remember him as much as a painter, a 
sculptor and also an environmentalist. But as an artist, which by principal is 
inclusive of his other preoccupations, he too followed his fellow artists like 
Santosh, Triloke Kaul and Kishori Kaul to seek his basic from the immediate 
and the overwhelming presence of nature in Kashmir. And also the 
simultaneity and the spasmodic shifts from one idiom to another. From some 
images floating on internet his early experiments show a drastic sense of 
contradictory modes often fluctuating between a figurative, very much 
informed by the typical illustration oriented narrative of Company painting, 
and on other hand quite bold experiments in the abstract idiom. But it is largely 
his abstractionist approach that eventually characterizes his body of work. 
A broad overview of Bansi Parimu's use of the abstract vocabulary reveals 
some significant foraialistic preoccupations which mark his approach as 
somewhat different from his contemporaries. We can notice a concretization of 
forni, which although closer to Santosh, are considerably different from the 
diffused and the flat treatment of Triloke and Kishori Kaul. Unlike the loaded 
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and gestural stance of abstract expressionist outlook, Parimu shares more with 
the classical formalists like Paul Klee or the Indian abstractionists like, 
Gaitonde, Shanti Dev and Jeram Patel. Except the un-geometric and often 
referential mode of Parimu's paintings his compositional arrangement is also 
quite close to that of Prabhakar Kolte. 
The common paradigm shared by most of the first generation of Kashmiri 
artists lies in their somewhat evolutionary development where natural forms 
were subject to a certain abstraction without actually becoming truly abstract. 
This somewhat queer development brings alive the art-historical memory of 
Mondrian's transitional development from the horizontal/vertical structure of a 
tree fonn transformed into a pure abstract geometrical order. As for Mondrian, 
or the Constructivists in general, "the elimination of the real and visible was 
not an aesthetic requirement but a philosophical tenet." However, while its 
futuristic outlook found a concrete utilization in the architectural space of the 
urban landscape, the mode incorporated by Kashmir abstractionists, or the 
overall abstract tendency of 60s shared by many other Indian artists, may not 
have found its relevance in the concrete and the functional public space but 
rather addresses the personal, the spiritual/metaphysical or pure aesthetical 
linguistic purposes. 
Moreover, the difference from both the Utopian dream of Supemiatists or 
Constructivists and the transcendental aims of some representational Indian 
abstractionists including Santosh, the specific aura of Kashmiri landscape-
oriented artists particularly Triloke, Kishori and Bansi Parimu is 
overwhelmingly suffused with the nostalgic rhapsody or yearnings. From this 
standpoint we can, hypothetically, imagine that the early foraialistic 
experiments, largely due to the inevitable currents of mainstream influences, 
subsequently assumed a post-romantic narrative mode after the tragic migration 
of Kashmiri Pundits in 1990s. Their paintings, in spite of being largely abstract, 
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seem loaded with a certain narrative that is as much immediate and 
experiential. A characteristic which is quite vividly direct and representational 
in the works of Ratan Parimoo but in the case of Bansi Parimu it finds an 
allegorical symbolism. The work Untitled, 1972 (pl.44) at a glance appears to 
be a pure display of fonnalistic engagement with form, color and the 
compositional order it also is simultaneously evocative of a Hindu ritualistic 
ambience. While the work done in 1991, so appropriately called Cobwebs of 
Apathy, (pl.45), is disconcerting in its lacerating guise. A website dedicated to 
him describes: 
The strife in Kashmir and his displacement to Delhi 
only led to the maturing of his art. Particularly impressive was the 
manner in which Parimu trapped the whimsical light patterns of the 
Himalayan pastures, sitting and working furiously (and 
nostalgically) in a Delhi studio. ^^  
Bansi Parimu's artistic evolution shows a relatively sustained engagement and 
quite active presence in the art related initiatives in the Valley and outside. He 
had come a long way from the traditional landscapes in watercolor, figurative 
paintings with a certain provincial engagement with the ethnic character of the 
life in Kashmir until he settled to work within abstract vocabulary, which gave 
his body of work a distinctively individualistic outlook. Consciously or 
subconsciously, like his fellow artist, his thematic concerns were explicitly 
dominated by the Valley. In its haunting aura the painting Cobwebs of Apathy 
reminds of such artistic events as Somnath Hore's Wounds series of 70s and 
Francis Bacons stylistic achievement to evoke the existential metamorphosis of 
the human form. However, as a formalistic language Parimu has been quite 
successful to achieve the desired effect by means of his deft execution. His use 
of fine gauze overlays to create a calligraphic and arabesque effect which 
capture the changing pattern of light in the Himalayan pastures became a 
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certain trademark his paintings were often identified with. His contribution as a 
sculptor, writer and environmentalist were also significant."'' 
Bansi Parimu was actively involved with the early modern art initiative in the 
Valley. A brief biographical data published on a website reveals his 
involvement and achievement: 
Founded 'Young Artists Club' in 1952 and' Kashmir Art Society' in 
1957. General Council J&K Academy of Art and Culture, Faculty of Fine Arts 
Kashmir University. J&K Board of Ecology and Environment. Urban Arts 
Council Kashmir. Worked as freelance interior decorator in several cities of 
India. Exhibitions and participations with Progressive Artists' Association, 
1952, J&K Artists Group, 1963, Kashmir Art Society 1957, Five Painters, 
Srinagar, 1963 and Bombay and New Delhi, 1964.Various All India 
exhibitions held at Srinagar, Amritsar, Hyderabad, Calcutta and Bombay. 
National Exhibition of Art, Lalit Kala Akademi, Since 1962. He has been 
awarded Industrial Exhibition, Srinagar, First prize (1955). J&K Academy 
Exhibitions 1st Prize (1960-68-69-70 & 71). Madhya Pradesh Kala Parishad 
Award (1961). Tagore Exhibition Award, Amritsar and at Calcutta (1961). 
Indian Academy of Art Amritsar Award (1961). AIFACS New Delhi Award 
(1964). Academy of Fine Arts Calcutta, Award (1965). 
One man shows: Ambala 1954, New Delhi 1959, 1960, 1965, 1973, 1975, 1986 
and 1987. Bombay 1963, 1974, 1982 and 1986. Lucknow 1964 and 1965. 
Ahmadabad 1969. Calcutta 1959 and 1966. 
Some major participated are San Francisco, USA in 1972. Ilird Triennale 
India (1974). International Exhibition of Art, Copenhagen 1977. British 
Council Art Exhibition, Dubai 1977. Ankara Biennale, Turkey 1988. '^^  
In the wake of militancy he, hke most of the other Kashmiri Pundits, was 
forced to leave the Valley. This great tragic migration had a discernible 
influence on his work, which evidences the transfonnation from the gay 
romantic representations of lush green waters, Himalayan Mountains and the 
exhilarating colors to the allegory of homelessness and exile. In 1991, just few 
years after displacement, he died in Delhi. 
RAT AN PARIMOO (1936) 
In the academic life of Baroda during its golden phase Parimoo occupies a very 
significant position. Parimoo's special ability to manage relatively two 
opposing dimensions of artist and a theoretician, which he shared with such 
intellectual-artists like Bendre, K G Subramanyan and Gulammohammed 
Sheikh, anticipated his scholarly initiatives to enrich the academic life of 
Baroda. Basically trained as a painter and the fact he always wanted to be 
identified as an artist first and then a theorist, his career proved to be somewhat 
other way round. In 1957 Parimoo did his M.A. in Creative Painting, which 
was followed with a Post Graduate Diploma in Museology. In I960 he received 
a Commonwealth Scholarship to study art history in London. Even before 
leaving to London he was teaching art history in Baroda, the vocation that 
engages the best part of his productive life. Parimoo's most significant 
contribution is largely based on his academic position as a scholar and 
theoretician of art. 
As a painter his development is marked with the influences of art-historical 
baggage. His paintings in the bourgeoning phase are saturated with various 
stylistic appropriations, for instance the calligraphic notations of Jain 
miniatures '^ or the idiosyncratic use of perspective in miniature paintings or 
various idioms from western modem art like Fauvism, abstract expressionism, 
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pop art and more specifically Surrealist self-preoccupation. Parimoo's 
indulgence into the traditional Indian vocabulary came by way of Bendre's 
demonstrations to teach his students the technique and style of Indian miniature 
painting, anticipating the pedagogic initiatives of K G Subramanyan to bring in 
the learning skills and techniques of the living traditions of folk and tribal art 
into the international modem vocabulary. As described by Dr. Panikkar and 
Shivaji K: "...in the second half of 1950's Parimoo devised a two-dimensional 
pictorial schema, linear draughtsmanship and narrative brevity based on 
Western Indian Jain painting in his pictorial narrations of remembered Kashmir 
and lived local environment of Baroda."'^ " 
The works like. My Home, 1958, Untitled, 1959, two Untitled paintings of 
1963 and Untitled painting of a possibly same period (pl.46,47,48,49 and 50) 
are explicitly marked with a more than one stylistic vocabulary. The later 
painting such as Nightmare, 2002 (pl.51) makes a radical departure from the 
earlier works. The Nightmare recalls the shock and horror of Francisco Goya's 
so-called black paintings. However, not so gruesome and hair-raising as the 
Disaster of Wars engraving series of Goya, which perhaps Parimoo desired to 
achieve. These frequent transitional modes are briefly but comprehensively 
analyzed by Richard Bartholomew: 
...in such early works as "Habba Kadal", "Lotus Valley" 
and "Zoo" we have the approach at its best. But then, Parimoo 
soon abandons "content" as such, doing away altogether with 
literal definition. He plunges (a trifle prematurely) into abstraction 
by mid-1959. In "Arrangement B" the descripfive lines, for 
instance, have become coiled structures within the simple 
dynamics established by colour masses. And this gets developed 
rapidly into a form of gestural abstraction, concentrating ultimately 
on calligraphic possibilities. The cross-over into the abstract mode 
is rather tentative, to begin with. The works have tints for 
background and tints for the Kline-like brushwork. Fortunately, 
this period of pasteurizafion and of roseate mists ends, I believe, 
with the generally rock hard "Black Mountain" of 1967 where two 
bars of red and green (tin-foil used as collage) explode like fog 
90 
signals shattering the mists that have been gathering. For some two 
years everything is transformed into colorful but transported jigsaw 
pieces, the interlocking motifs being neither here nor there. The 
transformation series of 69-70 ends with some clear-cut figurative 
work, first as lithographs that ultimately turn out to be studies for 
the more recent and considerably fresher oils. 'Fear, Despair, 
Death', conceived as a series, find an allegorical if somewhat 
whimsical but genuine expression through the sea-monster, 
Pegasus and Icarus images, and their variations. True, some of 
these compositions look back to the structures of the past (in the 
background) but most of them are serene compositions that are 
between poetic vision (which is dawning slowly) and the wisdom 
of working honestly in an expressionist manner - a fact that 
Parimoo has realized steadfastly and solidly. ^^ 
The existential event of metamorphosis, so characteristically a common 
element shared by most of the first generation artists of Kashmir more 
particularly Kashmiri Pundits, assumes a more direct, deliberate and poignantly 
representational stance in the works of Ratan Parimoo. The idyllic and the 
tranquil aura of early 60s landscape-oriented compositions are suddenly 
invaded by the allegory of desolation. His paintings, no matter in what thematic 
context or painterly stance, are haunted with a disconcerting sense of fear. 
Possibly, symptomatic of the existential condition or the general paranoia of a 
Kashmiri Pundit in the midst of the militancy, his works dwell on the 
nightmarish and yet unavoidably desperate idea of returning home. As Keshav 
Malik, a Kashmir bom art critic, in his poetic mode of analysis describes: 
His is not a pictorial display of dappled or bursting lights, 
or of easy going rural shapes and images, with colors palpitating in 
the waters of the Dal Lake, but a space where mirages or 
nightmares may also occur. Here, then are psychic or brooding 
annotations. With its somnambulistic and haunted space his city -
seen from up top - becomes a stage for a disengaged self-
examination or else self-engagement. Thus the borders between 
solid reality and the dream blur. This art therefore is personal, but 
in a new meaning of that term. The natural distance between the 
artist and the environment is abolished. And it has been done so by 
ignoring all the given features of the environment, and as by 
dissembling and reconstituting it at will on a plane of the artist's 
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own devising - by turning his back on outward reality altogether to 
find vistas and distances within the expanses of the self alone. The 
art thereby stands as a manifestation of psychological reality - as 
of vitality, or a reality, capable of establishing a suspenseful 
relationship between the individual and his uneasy surroundings 
and through which the individual extends himself, claiming his 
place in the scheme of things, or confronting his fate.^ " 
Parimoo's most representational body of work is inforaied by his characteristic 
use of surreal vocabulary to confess his autobiographical concerns. This 
preoccupation with the self, which recurs throughout his artistic career, is 
marked with a certain distinction if we compare his discemibly narrative mode 
with the abstract-orientation of his fellow artists like Triloke, Santosh and 
Bansi Parimu. While he does share the transitional mode of his developinent 
with his Kashmiri contemporaries but unlike most of them his greater chunk of 
latter work comes as a loaded narrative. This needs to be stated that the return 
of narrative as a Baroda initiative is best understood as a shift in paradigm to 
launch an aesthetic and ideological resistance to the imperialist undercurrents 
of fonnaHstic vocabulary of Progressives and non-referential/non-objective 
abstraction. 
The most recent work takes us into yet another level of Parimoo's 
kaleidoscopic artistic career punctured with unpredictable development. The 
autobiographical preoccupation annotated with art-historical or popular culture 
appropriations assumes a profoundly idiosyncratic stance in the works like 
Nayika as Botticelli's Venus, 2001 -2006, Nayika as Maharani 2002 -2007, 
Aishwarya as Mona Lisa, 2003 -2007, Nayika as Kishangarh Bani 
Thani,2004, Nayika as Venus De Melos, Nayika as Umrao Jan, 2006, 2007 
(pl.52,53,54,55,56 and 57). The calendar-like representation while recalling the 
art of Ravi Verma, who was subject to severe criticism in the ideology of 
Progressives found a sudden come back among the Baroda art-intelligentsia 
and was celebrated as an earliest exponent of Indian modem painter. On the 
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other end his appropriationist mode aligns liim with the conceptual standpoint 
shared by artists like Atul Dodiya; however, the latter is more fimily grounded 
in the post-modernist framework. 
Besides a celebrated position of one of the major art-critic and art-historian of 
India, Parimoo has shown a rigorously sustained engagement as an artist. Like 
some of the other artists of his generation his relatively active participation in 
the art events has spared him the fate of obscurity. But obscurity can 
sometimes come as blessing in disguise. While his art-scholarly contribution is 
undisputedly acknowledged but his artistic position has does not share the 
similar recognition. 
MANOHAR KAUL (1925 - 1999) 
Manohar Kaul shares common multidimensional persons with Ratan Parimoo 
for engaging both as a painter and a writer. During the heyday of modem art 
initiatives in the Valley, the 50s and 60s, he was already writing on various 
aspects of ancient, medieval and modem cultural and aesthetic concerns. 
Actively involved with the cultural concems of the time his writings on art has 
a characteristic scholarly flavor as he never discussed contemporary art in 
isolation of the ancient or traditional past. From his point of view no great art 
of today can emerge without some debt to the arts of the ancient. That is why in 
his writings on modem art trends we get so see many references to Ancient, 
Folk, Mughal, Pahari and Rajasthani traditions.^^ 
With such a well-meaning individualistic stand, not shared by many who saw 
modernist experiments in art as an ahistoncal phenomena, his dual vocation as 
an artist and art critic earned him a special recognition to be possibly the first 
writer to reflect upon the modem art of the Valley, especially dunng its early 
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phase in 50s and 60s. Manohar Kaul has also served as a president and a 
chairman of AIFAC in Delhi, a very important administrative position not 
shared by many artist of the Valley. Among his recent contributions as a 
promoter of modern art is the art journal Kala Darshan, which he launched 
single- handedly. 
As a painter Manohar Kaul's journey also starts from the Amar Singh 
Technical Institute in Srinagar. His Mountain-scapes, for which he is 
commonly associated with, owes its basic orientation to British academic 
training. But it is influence of the charismatic Russian philosopher, traveler and 
painter Nicholas Roerich (1874 - 1947), who is known for his extensive tours 
to Kashmir during 1925-1926, that Manohar's paintings seem to be enmeshed 
with. Roerich, whose paintings of later phase dwell in the spiritual aura of 
Himalayan beauty, has painted such sumptuously poetic landscapes of Kashmir 
as the famous Sunset- Kashmir, 1943. The intuitive color tonalities, which he 
achieved after many layers of paint, and the preference for a darker contrast, 
exude a sense of metaphysical tranquilly in the landscapes of Roerich. 
Manohar's landscapes evoke the similar ambience, however, the former 
reflects a far more refined and erudite aesthetic vocabulary as compared to the 
sketchy watercolors of Manohar. 
The most significant feature of Manohar Kaul's artistic career is that he, unlike 
his fellow artist, does not indulge into the nostalgic or allude to the pangs of 
exile. His work, on the contrary, is suggestive of a certain yogic experience of 
serenity and mediation. Closer to Triloke Kaul, he provides an alternative 
aesthetic which, unlike to most of the Kashmir Pundit artists, celebrate in the 
positive dimension of human history. Ratnottama Sen Gupta, an art editor for 
the daily newspaper The Times of India, on her visit to a recent show of Kaul's 
paintings at AIFACS New Delhi, describes: 
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Viewing the series at AIFACS, you may wonder why you 
trace no note of nostalgia, no tint of sadness in the exhibits. That, 
you may say, would be natural for one who roamed the valley 
when it was green. Now that it is pillaged and pained, should not 
the sensitivity of an artist's soul resonate the trauma that rents the 
milieu? No, asserts Kaul: that's the burden of a reporter, an 
illustrator. "I cannot show a man killing another man," he pleads. 
But if he cannot show that, he can certainly depict the dream that is 
sure to dissolve in the harsh reality of destruction. "Also," Kaul 
hopes, "if people see how beautiful Kashmir is, their desire to 
retain it will be strengthened."^* 
Kaul, however, remotely recalls the shamanic position of the famous German 
conceptual artist Joseph Beuys who believed that his artistic mission was to 
heal the wounds caused by the world wars. While Beuys' perfonnances are 
infomied by the post-60 shifts in paradigm where new concerns like artists' 
body as medium and the element of maximum interactivity between the artist 
and the onlooker were shaping a radical revolution in the discourse of art. Kaul 
on the hand, however like a traditional modernist, talks about the therapeutic 
value of his paintings. Referring to Faber Birren, (1900 1988), a color 
psychologist who is widely known for his hypothetical theories dealing with 
the scientific and psychological significance of color and its association with 
human emotions, Kaul wanted to base his ambitious aesthetic approach. The 
works like (pi.58,59 and 60) are as much informed by the Birren's ideas about 
the color as they are reflective of Roerich's intuitive aura. 
But while the Roerich dwells into the sublime and the vast space Kaul's vision 
zooms in the myriad symphony of nature's sumptuous imagery. The 
shimmering sparkling shafts of lightening protruding out of the dark sky; the 
earthly rocks as a dynamic contrast to the floating clouds; the moon and the 
mountain bathed in silver reciprocation; the flower-laden tree caught dancing in 
the silent night; the narcissistic stance of the moony-sky watching itself in a 
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pond; are rich poetic metaphors occupying the landscapes Hke (pi.61,62 and 
63). 
One may imagine that Kaul, like Beuys, sought a therapeutic aim in his 
aesthetic language to work as a healing touch for the bruised and the bereaved 
victims of the militancy in Kashmir. But Kaul, in his position as a theorist who 
was always at ease to articulate his artistic concerns, does not refer to the 
greater tragedy and instead seems more focused on the clinical aspect of art-
therapy to deal the immediate physical ailments. While talking about his recent 
work he writes: 
Some landscapes I present are in fact based on the colour 
therapy which can play an important role in helping to cure many 
disabilities. Therefore the presentation is a combination of 
aesthetic values as well as the curative powers of colours." 
As we can deduce from his peaceful personality and the fact he thoroughly 
maintained a certain distance to load his art with the tragic and the mournful it 
becomes quite obvious that he was more concerned with the immediate and the 
present. Showing a relatively active involvement as a writer and an art patron 
his paintings, however, did not see much presence in the Indian art scene. 
However, after a gap of some two decades since his first show in fifties a 
retrospective show covering almost thirty years was held in 1983 after which 
he never really gave up the brush until his death in 1999 in Delhi. 
The other artist often mentioned along with the first generation of Kashmir's 
modem artists is Mohan Raina (1928 - 1987). Bom to a drawing teacher 
Pandit Shiv Raina, Raina leamt his early lessons from his father. Riana's fame 
is generally centered on an interesting anecdote when in early 50s an emblem 
competition was organized by the Jammu and Kashmir Constituent Assembly. 
After the competition the designs were submitted to the committee headed by 
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Sheikh Abdullah who was very much impressed by Riana's design, which 
eventually became the Committee's emblem. This recognition among the elites 
secured his position as an exhibition officer in the Inforaiation Department/^ 
Ghulam Rasool Santosh (1929 - 1997), who occupies almost one-third of the 
present study, remains to be the only Kashmiri artist who is internationally 
celebrated for his outstanding contribution to Indian modem art. His 
distinctively original and significantly individualistic work has placed him in 
the forefront of Indian modernism, especially, during its most crucial and 
crisis-ridden phase. It is largely due to his discovery of Tantrism that opened a 
vista of opportunities for his artistic development. Driven by the urge to seek a 
certain vocabulary for his artistic expression he choose to settle on an idiom 
what came to be known as Neo-Tantric. The tenn Tantric, basically an ancient 
religio-philosophical cult involving a ritualistic association with symbolic 
geometric and abstract diagrams came into prominence in 1960s. The influence 
of Tantra and its concepts of vital force operating in all living beings had a far 
reaching resonance and fascination, which could be traced in the pioneer 
abstract painters, particularly the circle of Kasimir Malevich. But its influence 
was widely felt when in 1960s the art historian Ajit Mukherjee's besides 
publishing the book Tantra Art in 1967 brought a historic exhibition of Tantra 
art in the West. Since abstraction was in the vogue the Tantric abstract imagery 
became one of the possibilities to seek inspiration from. ^ ^ 
However, the affinities between traditional Tantric imagery and modem non-
figurative abstraction have been subject to doubt and skepticism. Among the 
artists who came to be identified or referred as or associated with the Neo-
Tantric are, G .R. Santosh, Biren De and K. C. Paniker. They were followed by 
other artist like Jagdish Swaminathan, Shankar Palsikar, S H Raza, Haridasan, 
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Om Prakash and Praflilla Mohant. Drawing its sources from the abstract 
Tantric symbolism primarily based on the concept of primordial union of 
Purusha and Prakriti Neo-Tantric stylization was shared by many Indian artists 
as a safe aesthetic investment. Biren De's switchover from figurative to 
abstraction brought his work closer to the Tantric diagrams, who is often 
described as the first truly Neotantric artist. Paniker's incorporation of 
authentically indigenous traditional sources as an alternative to the western 
abstraction is generally considered to be the earliest initiatives in the tantric 
direction. However, Paniker later maintained a certain deliberate distance 
because of its religious resonance. Raza and Swaminathan shared a somewhat 
similar position. For instance, their preoccupation with the tantric symbolism 
on the one hand and a distanced and disinterested aim to explore pure plastic 
and formal order on the other. For Santosh, on the contrary, the neo-Tantric 
paradigm was as much an aesthetic solution to outlive the binary opposition 
between abstraction and representation and at the same time the existential 
choice to identify with the spiritual value-system of the ancient wisdom. His 
simplified images of male and female in sexual union with dramatic light and 
dark effects are suggestive of an esoteric numinous dimension implicit in 
Tantric designs. As Ratan Parimoo points out: "The original Tantric diagrams 
are actually aids to meditation or visual symbolizafion in geometrical 
configuration of complex philosophical concepts." In this context even S. H. 
Raza's Bindu or Ma paintings of the late 1970s incorporate a language based 
on geometric diagrams to embody the concept of meditation. Among these 
Santosh embodies a sustained and longest engagement with the Neo-Tantric 
aesthetics. Interestingly, these abstract-oriented initiatives of the Indian artists 
were, fonnalistically, contemporaneous to American hard-edge abstraction, 
which lent a certain validation to this specific trend from an international point 
r- • 40 
01 view. 
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This aspect of seeking and appropriating the esoteric and transcendental 
abstract imagery from ancient classical/traditional sources of India with the 
international conventions of non-objective/abstraction is also of great 
significance in the context of second generation modem art scene in Kashmir. 
For instance, the Baroda trained Gayoor Hassan and his student Shujah Sultan, 
discussed in the third chapter, also traverse along the numinous terrain of 
transcendental and meditative aesthetic formulas. Considering the scale of 
Santosh's body of work and the dense conceptual/aesthetic concerns a 
comprehensive discussion is followed in the next chapter. 
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CHAPTER III 
GHULAM RASOOL SANTOSH 
THE VANGURD OF NEOTANTRIC ART 
A Brief Biography 
Ghulam Rasool Dar was bom in 1929 in a lower middle class Shia Muslim 
family in Srinagar, Kashmir. Bom in a place known worldwide for its 
glamorous natural beauty Santosh spent most of his childhood in the 
countryside. He did not enjoy any special privileges or owe his artistic 
inclinations to anybody from his family. His fascination to draw and paint 
came naturally to him. The best past time during his school days was to indulge 
in copying portraits of poets, local celebrities and even landscapes done by his 
art teachers. Santosh's chance encounter with the hundreds of landscape 
paintings in the Srinagar Palace triggered in him a great ambition. 
Since 1953, Santosh has held over thirty one-man shows. Besides numerous 
shows in India Santosh's works have been extensively exhibited in various 
countries across the globe, notably at the Sao Paolo Biennale (1969, 1972), the 
'Neo-Tantra Art', U.C.L.A., Los Angeles (1968). From 1963-66 he exhibited 
in New York, Kabul, Tel Aviv, Los Angeles. In 1950 he had participated in a 
group exhibition of Indian artists in Eastern Europe. In 1959 he went to 
Canada, Zurich, Atlanta, Japan, South Florida, New Orleans, San Francisco, 
Honolulu, Hong Kong, Morte, Singapore, Cannes (France), Bulgaria, Germany 
and many other countries. A multidimensional genius, apart from achieving a 
great success as a painter Santosh showed a sustained interest in poetry as well. 
In early 50s he was already a local literary celebrity reciting his poetry in 
public. 
An acclaimed mystic poet in Kashmiri, he also wrote profusely in Urdu. His 
collection of Kashmiri poems Besukh Rukh published in 1979, for which he 
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was honored with the Sahitya Akademi Award, is celebrated as a significant 
contribution in the modem Kashmiri literature. His Urdu novel Samandar 
Pyasa Hai drew praise from the literati. He received Lalit Kala Akademi award 
in 1973. He was honored with the prestigious Padma Shree award in 1977 and 
in 1984 he won the Artist of the Year Award in New Delhi. He has also been a 
member of Kashmiri Educational Trust Srinagar. He died on 10 March 1997, in 
New Delhi.' 
The Early Phase 
From the very beginning Santosh perused painting as one of the optional 
subjects until his matriculation in 1945. But due to his father's death he could 
not afford to think of continuing his studies or join some art school. During 
these difficult times he took up several odd jobs like sign board painting, silk 
weaving and white washing walls to earn a living. In his pursuit of various odd 
jobs it was the vocation of a ningsaz that suited him most. His earliest 
preoccupation with the paint and brush almost ceased to be a matter of passion 
or a hobby and soon became a means for survival. This early struggle also 
brought him a certain provincial success in his locality as a commercial sign-
board painter and a skilful papier-mache artist. It is important to notice that no 
matter what circumstances he may have confronted it was only by means of 
being an artisan or an artist that he survived. Like the way Kafka writes in his 
famous diaries that without writing he is fit for a dustbin in the same vein, 
looking at Santosh's untiring sustained involvement with art in all 
circumstances, it becomes obvious that for Santosh painting was his sole raison 
d'etre. His struggle also reminds of M F Husain; however the later was 
privileged in one significant sense for securing the right place at the right time, 
since at that moment Mumbai enjoyed the status of being not only the hub of 
Indian modern art but the most happening metropolis hosting the face of Indian 
cultural industry. Santosh's earliest the non-traditional western art technique 
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comes in terms of his interaction with the famous local artist Dina Nath Wall. 
It was from Wali that Santosh properly learned his first lessons of watercolor 
landscapes, a medium and the genre introduced by company school, as Wall's 
development as an artist happened during the time when company School and 
Bengal School was the inevitable influence that normally no artist could 
escape. He says: '''My cultural ethos tends to elevate man till he becomes God-
like, it is the reverse of the Greek concept where the gods take the form of 
athletes! I developed a mixture of stylized figures and stylized landscapes, and 
then finally I came back to the landscape ". 
Santosh shares the post-independent Indian art scenario where artists struggle 
to confront the influence of western art is explicitly obvious. From the very 
beginning when Santosh had not left Kashmir there are accounts of his initial 
ramblings with art. At one occasion his attempt at the appropriation of Mona 
Lisa, which is in the collection of Amar Mahal Museum, resulted in a surreal 
depiction where Mona Lisa is shown as if emanating from the brain of 
Leonardo. Considering the degree of romanticization Mono Lisa has earned or 
suffered one can imagine the vicarious thrill to engage with such iconic 
masterpieces of western art. Santosh's early preoccupations with the 
impressionist-oriented landscape idiom in order to respond to the immediacy 
and the empirical idyllic beauty of the valley of Kashmir had earned him some 
popularity among local art lovers. Santosh gradually adopted the expressionist 
stance of Fauvism to give his impressionist mode a personal touch. The great 
sense of color, the spontaneous and painterly execution and the simplification 
by means of subtle treatment of motifs like the snow-clad houses and the 
backwaters on the banks of river Jhelum established Santosh's early popularity 
as a modern landscape artist. In an interview on a local TV he said: "In 
Kashmir, art was taught in school after class V. But I remember drawing in 
class II, starting, at the onset, on a landscape which I liked so much that I 
concentrated on landscapes, doing several of these before I changed my style." 
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It is possible to speculate that Santosh may have emerged as one of the 
significant landscape artists but it must have been an unfruitful engagement as 
the genre had virtually exhausted itself with the French post-impressionists. At 
this juncture of 50s and 60s there was a little scope for a genre like pure 
landscape to emerge because art was as much departing from nature and the 
rural as it was rapidly becoming urbanized, anthropocentric and existential. The 
similar hypothesis applies to his figurative paintings. That in spite of the fact 
that he is best recognized as the non-figurative artist he, however, sporadically 
returned to the figurative idiom. An article published in the Lalit Kala 
magazine states: 
Some of us may have forgotten, quite understandably, in 
the wake of his magnificent output of near-abstract and non-
objective paintings of recent years, that he had distinguished 
himself as a figurative painter with a strong individual accent. I 
must add that by 'figurative' I mean that he relied on the objective 
reality around him which he grasped and expressed in a very subtle 
and suggestive manner. He could have continued thus and 
probably achieved success not unequal, perhaps, to what he 
realized today." 
The 1950s is very significant in the history of modem art initiatives in 
Kashmir. It is during this time that the seminal Indian artist like S. H. Raza's 
travels to Kashmir led him to discover the local talent (basically Raza was 
driven to the picharesque valley for his early aesthetic engagements with the 
landscape idiom). It was mainly due to his initiatives by mobilizing Kashmiri 
painters that the Progressive Arts Association in Kashmir was formed, which 
became a potentially significant platform for the development of individual 
artist. Santosh joined the Progressive Arts Association, however, for a short 
period of time as he was heading towards M S University Baroda for his further 
studies. However, he showed his works across India as a member of this 
association. His first show was held in 1953 in Srinagar. In 1954, he won the 
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Government of India scholarship to study Fine Arts in Maharaja Sayajirao 
University Baroda. During his sojourn in Baroda and under the supervision of 
Prof. N. S. Bendre, he produced a huge body of work, both figurative as well as 
landscapes, mainly in Cubist style. In the same vein, Santosh continued to paint 
after returning to Kashmir. 
Cubism was as epidemic an influence on Indian art in general as Marxism was 
in politics. But this needs to be stressed that his Cubist orientation was only 
limited to its stylistic influence, by means of which his work, unlike the 
western cubism, is infused with a strong sense of feeling and subjectivity. More 
like an expressionist-cubist his paintings of the period are suggestive of an 
emotional and personal investment. As Shabir, Santosh's son says:"Even 
though he was influenced by cubism, one could feel the emotional attachment 
my father had for his native place which allowed him to give a refreshing 
treatment to his work." 
After oscillating between stylistic cubism and rugged expressionism for 
instance, Self-Portrait, 1954 (pl.l) and the subsequent series of portraits and 
impasto figurative works, he later resolved to take a break. Like a writer's 
block the artistic restlessness and a profound yearning for authenticity in these 
early years of wandering are explicitly evident in the words of Santosh: 
/ did some rethinking after seeing the art of the world. 
Starting from a naturalistic approach, I found that something was 
missing in those years and struggled to find my roots. My identity. 
In my country there is a tradition of purely geometrical images. 
What was left to me? You know even the ragas have been put into 
painting; there was hardly anything left for me to do. So my 
Tantric painting began. 
One of the interesting facts about Santosh lies in his spasmodic returns to 
profoundly naturalistic mode. On various occasions he did some portraits of the 
people he either wanted to impress or because he desperately needed quick 
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money. This occasional demonstration of realistic skills also played an 
interesting role in earning the admiration of many important people who never 
liked his other experimental works or neo-tantric abstraction. At par with the 
academic realism of Ravi Venna, like, for instance, the portrait of G S Pathak, 
(pl.2) or Portrait of Fatima,1975 (pl.3), he never departed with the trade 
which remained with him like a trusted skill that he counted on when he needed 
most. The Portrait of Fatima which was meant as a demonstration for the 
students in the Institute of Music and Fine Arts Srinagar, however, also comes 
as some kind of justification that his switchover to abstractionist mode was not 
an escape from the laborious skill of academic realism. 
Before venturing into the profoundly dense subject of his Tantra paintings it is 
important to analyze Santosh's aesthetic preoccupations in Baroda under the 
supervision of Bendre. The accounts of his early works in Baroda reveal an 
explicit influence of Cubism. It would be inappropriate to hold Bendre 
responsible for instructing such an influence, firstly, because it was much later 
around mid 60s that Bendre started imbibing cubist and abstract vocabulary, 
and, secondly, cubist paradigm was such an endemic influence that it was very 
difficult for any modem artist to not to be somehow affected with it. However, 
both Santosh and Bendre shared a surprisingly striking similarity in their 
approach to the figure, for instance, Peace, 1957 (pi.6). Santosh, while 
rigorously making intense studies in oil, the most favorite modem art medium, 
never really departed from studying watercolors. Apprehensive of getting into a 
fix, as the degree of stylization and ossification cubist orientation anticipated, 
his work moved on to a more lyrical, free-flowing and linear position. The 
human figure in his paintings, however, still suggestive of cubist nuances, was 
characteristic of an oval or round head. His work of the period shows a gradual 
development where the figure as a protagonist goes through a certain change; 
from central position to periphery until it disappears from the landscape, which 
until then was a mere backdrop to the figure. " The landscape, unlike the 
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impressionist-postimpressionist idiom, went through a certain metamorphosis. 
Away from the anxiety to represent reaUty of the identifiable world, what 
mattered now was the over-all pictorial-space negotiating the basic and 
essential attributes of a pure form. This evolutionary transition anticipated the 
breakthrough for which Santosh's future aesthetic position as a non-figurative 
abstract artist is established. However; Santosh in his own words never really 
appreciated the term abstract: "I am not literally abstract; there is much of the 
influence of my environment and atmosphere - 1 mean, Kashmir"."* 
In some kind of exilic stance for being away from home, and especially if that 
home happens to be a place like Kashmir with its sublimity and abundances as 
an earthly paradise, Santosh's landscape-figurative paintings became a 
subjective statement. The recurrent use of conical forms can be traced back to 
his subconscious childhood memories of the coniferous trees, the mountain 
peaks, the jagged roofs of Kashmiri houses, and the typical Kashmiri cap. His 
color plate is pregnant with blues, greys and browns, which together 
orchestrate to become reminiscent of the all-white snow-clad Himalayan 
mountains. Whether due to the weight of nostalgia or out of the intimidation of 
the sublimity of nature's beauty, Santosh in a seemingly sudden outburst 
recalls: 
I m inspired by Kashmir intensely. It is in my blood. When 
I see other things in other places, the image of Kashmir haunts me 
with its naked and overladden peaks, the engulfing whiteness of 
winter and the tall, dark trees rising majestically into the skies." ^ 
It is probably also due to the utter nakedness or the sublime presence of bare 
nature and its people in their distinctively different culture and life style, with 
which he was no more directly in touch, that he found the burden of the 
imagined image so much that he almost gave up rendering the immediate and 
the representational. For example, in Boat Women in Kashmir, 1958 (pl.4) he 
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acquires a more personal and more subtle position to make the invisible visible 
his painting assumed a metaphorical outlook where there are no mountain 
peaks but a concept of a peak; no lush green lake but a metaphor of a life on 
waters . One can see the simplification and Cezannesque-geometric approach 
to transcend the sheer representationality of the subject. Especially in the 
treatment of figure the work also owes its humble homage to the pedagogic 
influence of Bendre. It is also interesting to notice an uncanny view point, a 
perspective best seen in Indian miniature tradition, where the imagined subject 
is viewed from above, which may be suggestive of an indirect and allegorical 
intervention into a space that is as much a favorite nostalgia as it is a desired 
dream. The cubistic idiom is more lucidly present in a painting morbidly titled 
as Suicide - Woman holding Poison, 1957 (pi.5). Probably a subjective 
reference to his famous love-affair with a Kashmiri Hindu girl during his early 
days of struggle, the work shares some characteristic references to his native 
motifs like the typical dress of a Kashmiri woman, her hairstyle and the cap, a 
prototype which has been recurrently used in Bollywood cinema as well, and 
the provincial architecture of triangular roofed houses. Similar stylistic 
concerns are shared by the works such as Peace, 1957 (pl.6), Pots Vendor 
(pl.7), Walking in Rain (pl.8). Child and Huts (pl.9), Fisher Women (pi. 10), 
or Untitled (pl.l 1). His cubistic borrowings assume a desperate indulgence in a 
work like Nude (pi. 12), which, unlike his personal nostalgic obsession evident 
in most of the other works of the period, looks like more of a direct study of 
Picasso's analytical cubist phase. 
Santosh could never really outlive this nostalgic preoccupation with Kashmir 
even during his most prolific and successful years in Delhi, where he 
eventually settled for the rest of his life. Not only by means of his aesthetic 
borrowings from the philosophical traditions of the past but also as a poet he 
sought all the great inspirations from his birthplace. His poetry at its best is a 
testament or a tribute of a modem day mystic in love with the idea of Divine. 
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Perhaps Santosh's spiritual position is more directly articulate in his poetry 
rather than in his paintings. Richard Bartholomew, an eminent art critic, 
photographer, painter and poet, has translated some of the Kashmiri poems of 
Santosh in English. One of his translations reads like: 
Blind me with thy bliss, but pardon, Lord 
When him I fix with shaft of sight 
Levitate him in the dark of night 
Whom I uphold in visions rite 
What worth are eyes when at the end 
I cannot find the Atman, my myself my friend? 
As is evident from the currents of post-Independent Indian art scene he too 
joined the modem Indian artist's anxiety of the time. The late 50s is 
characteristic of the identity crisis and a deep yearning for roots. While many 
significant Indian artists, somewhat weary of the open ended 
global/international art of the progressives, were engrossed into self-seeking 
Santosh too was in a grave quandary to seek something essentially indigenous. 
Eventually it was in the centuries old Hindu-Buddhist-Tantric mystic-religious 
traditions of Kashmir that he found his life-long sources to draw upon. This 
followed a transformation in Santosh's life and a turning point in his artistic 
career. After many years of intellectual restlessness and introspection he found 
his muse in the spiritual and the esoteric. And with course of time this shift 
from macrocosmic to the microcosmic assumed metaphysical proportions in 
his creative process. A brief introduction in the book, Indian Contemporary Art 
- Post-Independence, describes thus: 
The aniconic and notational drawings of the Tantric Yantra, 
originally ritual designs for Tantric meditation, underwent a sea-
change in his hand: the triangle became a pyramid, the circle a 
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solid sphere, the square a cube which, in farther constructivist 
elaboration, assumed the shape of a gem, emanating light. The 
transformed Tantric symbols of the cosmogony and cosmic process 
of creation appeared in three-dimensional volumes on a flat plane. 
An avid colorist and ceaselessly inventive artist, Santosh was in 
the vanguard of Neo-Tantric waves in modem Indian painting. ^ 
By inhabiting the aniconic paradigm from the panorama of Indian traditional 
and indigenous visual imagery, Santosh's aesthetic choice reflects the 
unconscious archetypal preoccupation with his Islamic heritage. Or maybe it 
was a deliberate preoccupation that he chose in order to place his art in a 
broader accommodative trajectory which could reflect on both the esoteric 
tantric philosophy of cosmic understanding between a man and his universe 
and at the same time Islamic mysticism and its distinct approach to self-
realization. At a closer level Santosh's preferences strike a deep chord with the 
transcendental nature of Kashmir's cultural heritage reminiscent of mystic-
poets like Lai Ded and Nund Rishi. The essay The Painter of Divinity 
published on internet suggests an interesting analogy in the form of walnut. 
Santosh's ideal seems to be modeled on that of Lai Ded; that is 
a supreme concern with and directed towards enlightenment and 
self-realization. The whole universe is due to the continual 
interaction of Purusha and Prakriti. The Samsara is like a walnut 
with the two kernels so close that they look as one and the hole is 
covered by a single hard crest, difficult to be broken. The two 
halves of the walnut are Shiva and Shakti, and the hard crest being 
Maya. Self-realization and liberation is the ideal of both Lai Ded 
and Nund Rishi.^  
Driven by a deep-rooted esoteric worldview based on the primordial Purusha-
Prakriti concept of cosmic creation, he created fonns that fused the sexual and 
the spiritual, sacred and the profane and the masculine and the feminine. Like a 
true devotee Santosh built his pictorial and poetic world around the 
transcendental philosophy of Tantrism. His contribution as tantric artist gave 
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Indian abstract art movement a special and a sustained value in the map of 
world art. Santosh, in his moments of defining Tantra, says: 
That which activities the body (sareera) by the exhalation 
and inhalation (pran-apan) of breath is Tantra. The Universal 
mind (Brahman) manifests itself by its own will and when 
transformed in an artist's mind becomes self-creative. The 
individual mind of an artist has the potential to transform the 
visual concept into the materialized creative expression: a work of 
art...My inclination is to go through the phenomenal world which 
in any case no one can avoid. Then, why not accept it with 
equanimity, this world of Maya, and try to sublimate some aspect 
of experience of life... I am convinced that pleasure is no sin. In 
fact, contentment is bliss. Sex is an act of life and I regard it as a 
symbol of all desire... Sex and desire are never regarded as an end 
in themselves but a means of self realization. 
Santosh's works make it obvious that he had a fair understanding of Kashmir 
Saivism in particular and Tantric philosophy in general; however, he never 
made it public or claimed any scholarship or authority except in his subtle and 
equally mystic way as an artist. However, he does not shy away from stating 
his conscious aesthetic involvement with the Shaivite symbols and Trika 
philosophy of Kashmir. For instance, the recurrent use of square and a trident, 
translucent colours and centralization in his paintings is characteristic of tantric 
imagery. 
Before delving any further to explore the profoundly rich and complex nature 
Santosh's Neo-tantric abstraction it would be more convenient mark out a 
concise understanding of Tantric philosophy and its geometric manifestations. 
Tantric Art: A Brief Introduction 
The subject of tantra has seen a dramatic upsurge in the recent history of 
cultural discourse inviting scholars from across the globe to explore its 
meditative and visual manifestations in the understanding of the self and the 
world. The two outstanding writers whose scholarship on the subject of tantra 
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has proved a sustained influence in the modem discourse are Ajit Mukherjee 
and Philip Rawson. The following passage will be, to the large extent, 
infonned by their findings. In 1960s Ajit Mukherjee, a Bengali writer whose 
fathomless enthusiasm for Tantra, lead him to organize a historical exhibition 
of Tantra art in the West, which gained wide publicity: its elegant designs 
appealed to a modem sensibility nourished on abstraction.^  Mukherjee wrote 
profusely on Tantric subject, his introduction of Tantra art in the modem 
discourse remains to be the most recommended text. Rawson has widely 
written on the subject and has organized many exhibitions of Indian art in 
Britain. 
In the recent years, for its timeless and universal appeal, the study of tantric has 
seen a great development across the globe. Unlike various other religiuso-
philosophical doctrines and ritual traditions the tantric approach to life does not 
call for Renunciation, detachment and asceticism to attain self-realization. The 
tantric way is not of the withdrawal from life, but, the fullest possible 
acceptance of our desires, feelings and situations as human beings."^ 
Tantra is a Sanskrit word derived from the root tan-, which means to expand. 
Therefore, the expansion of human consciousness to realize an individual's 
inherent spiritual powers is a central characteristic of tantric practice. To 
determine the exact time when for the first time tantric principles and practices 
were articulated, remains to be a difficult question. However, there are 
historical evidences of Tantric ritual-symbols in the form of yogic postures and 
in the Mother and the fertility Cult found in Harappa culture (Indus Valley 
Civilization c. 3000 BC). The undisputed opinion that Tantra is broadly based 
on Indo-Aryan origin and that there is a close affinity between the Tantra and 
the Vedas has been validated by scholarly evidences. The tantra's long 
evolution since antiquity came of age as a comprehensive discourse during the 
early medieval period. 
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Tantra, by principle, evades any precise definition, as religious scholars have 
maintained a certain contestation as regards to any reductionist interpretation of 
its boundless and ineffable core concepts. As Rebecca M. Brown states: 
Tantras, centers on an understanding of the universe as "the 
concrete manifestation of the divine energy of the godhead", which 
tantric practioners, or tantrikas, channel through the microcosm of 
the human body and its energies The interconnectedness of 
macrocosm and microcosm, and the understating of their unity, 
form one core element of tantric belief The mandala, or cosmic 
map, allows practioners to access this macro-Zmicro-universe that 
gives a place to the various energy-bearing elements of the world 
including gods, demons, and animals, as well as the human body. 
Indeed, the body forms a crucial part of tantric practice, as the 
energies within it parallel macrocosmic energy (shakti). Thus 
tantrika will use mantras or sound syllables such as the root 
syllable "Om" to connect the body with that larger universe. In 
some tantric contexts the union of bodies in sexual pracdce also 
achieves this connection between microcosm and macrocosm. Like 
all religious systems tantra has changed over time, defying easy 
categorization.'^  
In the course of coming to some comprehensive understating of the tantra 
tradition we need to address some fundamental questions common to any form 
of discourse. For instance, to answer the question whether tantric is a religion 
or a form of mysticism, Mukherjee makes it clear that in spite of mystical 
overtones tantra at its best remains essentially a scientific method. That by 
transcending the religious or mystical liabilities it becomes an empirical-
experimental method valid for everyone from any religious or ethnic identity. 
This special position of tantra for being open-ended and self-creative and the 
fact it suits so well to the modem sensibility, especially in the case of the Neo-
Tantric art movement in India which drew so heavily from tantric sources, is 
best described in the words of Mukherjee: 
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Though derived from the essential tenets of Indian 
philosophy the fundamental conceptions of tantric are not much 
concerned with abstract speculations but indicate and explain 
practical ways and means to the goal. Tantra evolved out of the 
same seeds in which the traditional system germinated and 
therefore grew up in the mainstream of Indian thought, yet in the 
course of time it received its nourishment fi'om its own sources, 
which were not only radically different from the parent doctrine 
but often heretical and directly opposed to it. In this way tantric 
developed largely outside the establishment, and in the course of a 
dialectical process acquired its own outlook. The tantric approach 
to life is anti-ascetic, anti-speculative and entirely without 
conventional perfectionist cliches. ' 
Mukherjee maintains that the ritualistic position of tantra gives it a certain 
sense of precedence over philosophy. He writes: 'Philosophy enquires into, but 
ritual acknowledges, the mysterious dimensions of existence.''"* It is in its 
pragmatic and perfomiative dimension, for instance when a painter in his 
characteristic painterly paradigm performs the act of painting, there are 
possibilities of a similar experience a painter and a tantrika may share. This 
unique position is shared by modem Indian artists like Sohan Qadri and even 
more rigorously by Santosh, whose various biographical accounts validate this 
fact. It is interesting to notice that both the artist share not only an intimate and 
almost idiosyncratic involvement with the tantric philosophy but also their 
emotional choice to transform their names. Sohan Qadri, one of the most 
celebrated and internationally known Neo-tantric artists who at the same time 
never gave up his sustained adherence as a practicing tantric yogi, owes his 
artistic success to his spiritual guru Ahmed AH Shah Qadri, a Sufi, and with 
whom he replaced his sir name Singh and became famous as Qadri. In a similar 
devotional stance Ghulam Rasool Santosh changed his sir name Dar by 
replacing it with that of his first wife, which, as is commonly believed, secured 
his professional success. These seemingly provincial instances assume a certain 
importance in the ritualistic and esoteric context of tantra. 
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Mukherjee's highly elaborate commentary on the tantric ritual vocabulary 
elucidates various interesting aspects which can prove very significant in the 
interpretation, if not complete understanding, of Neo-tantric art in general and 
Santosh's works in particular. The ritual ingredients like Mantra, Yantra, and 
Mandala are indispensable to tantric discipline. Mantra, in a literal translation 
means 'that which when reflected upon gives liberation'. According to Rawson 
the nearest possible equivalent of mantra in English would mean 'spell' or 
'charm'. But he prefers to use the un-translated mantra in order to avoid 
urmecessary accesses a translation generally amounts to. Both the scholars, 
however, maintain that all the elemental sound-forms of mantras emanate from 
The Primal Sound Om, the mantra that is the basis of cosmic evolution. 
Similarly, in tantric grammar the sound and form are treated as interdependent 
where every sound has a visual equivalent. A yantra, on the other hand literally 
means 'aid' or 'tool', which implies a graphic delineation generally by means 
of drawing on paper or engraving on a metal. In yantra the tantric artist seeks a 
harmonious compositional equilibrium by means of arranging the primal 
abstract shapes, such as the point, line, circle, triangle, square in a way where 
its duality principle is maintained by retaining the simultaneity of static and 
dynamic. The centre as a point of origin plays a seminal role to evoke the idea 
of emanation and radiation. That is why in Yantra the element of centrality is a 
common feature around which the whole figure is built up. In the similar vein 
the mandala, which means a circle, is suggestive of wholeness and totality. In 
its application of the abstract visual metaphors like, square, triangle and varied 
forms of labyrinthine patterns mandala addresses the absolute and the 
paradoxical nature of totality. In mandala the circle, as a symbol of wholeness, 
functions as a 'paradigm of involution and evolution'. For example in the egg-
shaped Brahmanda, 'Brahma-Anda', the totality is repressed in the forni of an 
egg. The Brahman (the Absolute) is symbolized as a curve which surrounds the 
universe and forms the egg (Anda), culminating into the Cosmic Egg 
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(Brahmanda). The psychological and spiritual effects of tantric forms are 
manifested by means of building power-patterns and configurations from 
primal forms. Intuitively apprehended and based on irreversible cosmic 
principles the tantric imagery defies variables where the forni is not invested 
with a meaning but it is already present."^ 
In his profoundly dense articulation of the tantric imagery Mukherjee also 
makes some vivid observations by refereeing to the non-referential and non-
objective modem art movements. He writes: 
Today's artist employs abstract forms of representation to express the 
complexities of life and nature, an approach which in tantric art dates back 
several centuries. Many of the tantric forms, their colour combinations, 
pattems and structures, bear striking resemblance to the works of 
contemporary artist. The essential difference between the two, however, is that 
the tantric artists expose in their art mysteries of the universe and the laws 
which govem them. Tantric art has a deeper significance when compared with 
barren abstraction, which has arisen principally from a search for the 
unconventional. Tantric art owes its origin to a deep spiritual faith and 
vision.'^  
In general terms it would be too wild an ambition to delineate any comparative 
analysis between the two fundamentally different paradigms. While tantric art 
owes its form and application to a gradual evolutionary development since 
Indus Valley Civilization c. 3000 BC until it became an established doctrine in 
the early medieval period, it would be rather inappropriate to seek its similarity 
with the hardly a century old modernism on mere physical resemblances. Yet, 
especially in the case of artists like Santosh and Qadri, there is a possibility that 
their intervention into the tantric imagery shares something of the spiritual 
authenticity of the tantric experience. In case of Santosh there are public 
accounts of his liking for a surrealist like Dali but there is hardly any mention 
of him talking about any abstract artist. Although he had explicitly imbibed 
cubist influences during his study in Baroda but he was never really satisfied 
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until his intimate encounter with the tantric traditions of medieval Kashmir, 
which latter went through a rigorous elaborations in the hands of the great 
Kashmiri philosopher/aesthetician Abhinavagupta in his monumental 
commentary called Tantraloka. However, it is also interesting to understand the 
conspicuously opposing stances between the apparently abstract primal forms 
of tantra and the non-objective non-referential abstraction of modernism. The 
difference becomes even more striking when we compare the experience of a 
drug-induced transcendence, an indulgence which became widespread among 
some modem cults in the west, and the tantric experience. Philip Rawson, as 
quoted by Mukherjee, observes: 
The essence of these works [Tantric works] is that they are 
meant to provide a focus for meditation. Their diagrams are meant 
to open doors in the mind that reflects them, and so open for it a 
new and higher level of consciousness. It is not surprising that the 
current Pop-LSD cult, led by Dr. Timothy Leary, should have 
latched on to one or two of these visual images - though I am sure 
few of the devotees realize how far this art goes. They may well 
discover from this book (Mookerjee, Tantra Art) that it could offer 
them far more than a simple breaking-down of conceptual cages. It 
could give them something on which to build a permanent 
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intuition, as inner vision that does not need repeated 'trips'. 
Timothy Leary is a famous American psychologist who is notoriously known 
for advocating advanced research into the therapeutic benefits of psychedelic 
drugs. An influential figure behind the Counterculture movement of the 1960s, 
he was one of the great influences to musicians and artist of the time 
anticipating new cultural movements like pop music, hippie culture and youth 
culture. The 60s is also characteristic of similar tendencies to seek 
metaphysical and transcendental motifs by artist like Mark Rothko, 
Rauschenberg, Bamett Newman, Frank Stella and the other artist whose work 
adopted a monochromatic identity. However, the transition from metaphysical 
monochrome of the late 50s to the formalist, materialist and the 
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conceptualist/minimalist monochrome of the mid 60s and early 70s, once 
again, problimatized the ideology of abstraction in the western art. By 1980s 
the monochrome idea had extended into virtually every branch of the Fine Arts. 
In the modern western art context the abstract art makes a conspicuously 
sustainable presence in the early twentieth century with the lyrical idiom of 
Wassily Kandinsky, the superaiatist works of Kasimir Malevich, followed by 
the neo-plasticism of Mondrian and Theo van Doesburg. One thing common 
behind these early proponents of abstraction is that somehow or the other they 
were intimately informed by the theosophical writings of H. P. Blavatsky, 
mystical teaching of Georges Gurdjieff and P.D. Ouspensky. This intervention 
into the spiritual and mystical is characteristic of the western art's earliest shifts 
in paradigm from the figurative, which dominated visual art since the invention 
of perspective in Renaissance, to the non-figurative. So deeply was Kandinsky 
inspired by the Theosophical theories, which gave a spiritual consensus to the 
idea of a creation as a geometrical progression, that he wrote a book 
Concerning the Spiritual In Art (1910), which became a ready reference for 
fiiture artist and art, art scholars and critics. The phrase still retains its currency 
and around late 90s it was made the very title of an important show called "The 
Spiritual in Art: Abstract Painting, 1850 - 1985", which was organized to 
showcase the phenomena abstraction in the history of western painting. 
Thomas McEvilley, in his characteristic wry analysis, discusses the emergence 
of spiritual and metaphysical sources shared by most of the pioneering abstract 
painters. 
Recently, a show called "The Spiritual in Art: Abstract Painting, 
1850 - 1985" set out to demonstrate that much significant Western 
abstract painting developed not as a strict consequence of art-
historical evolution, but with influences from various occult and 
hermetic traditions. The spiritual traditions that curator Maurice 
Tuchman and his collaborators consider are those of alchemy, 
Rosicrucianism, theosophy and its variants, the tarot, Tantrism, the 
Cabala, ideas of the fourth dimension, Egyptian or pseudo-
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Egyptian mysteries, esoteric Christianity (especially the work of 
Jacob Bohme), and more.''^  
McEvilley in his further analysis contests the notion of pure, autonomous 
abstraction. He states that twentieth-century abstract painting is as referential as 
the occult cosmograms for "involving symbolic representations of ides about 
reality, with varying degrees of visual mediation. "^ '^  He believes that such 
evidences have been deliberately left unacknowledged, circumvented or 
brushed aside fearing that such strong content from generally non-western 
sources may prove an obstacle to their formalist ideology of a pure, 
autonomous and in-itself abstraction. 
It becomes important to analyze the abstract orientation of the tantric imagery 
in the light of the history of abstraction in the west to negotiate the element of 
'spiritual' as a common ingredient. We may find a certain degree of skepticism, 
an attribute which is central to the modern sensibility, in the course of varied 
interpretations abstract art was subjected to. One of the special characters of 
abstract art, its open-ended non-referential non-objective position, lies in its 
scope to generate, in equal degree, the indefinite forms of interpretations and 
misinterpretations. For instance, Clement Greenberg in his advocacy of pure 
form took all the occult and hermetic sources for granted. For him 'pure' 
implied emptiness of all external content. In his writings on artists like 
Mondrian and Kandinsky, whose abstraction is consciously loaded with the 
spiritual content, he stated that these artists derived "their chief inspiration from 
the medium they worked in", and from a "pure preoccupation with the 
invention and arrangement of spaces, surfaces, shapes, colors, etc., to the 
exclusion of whatever is not necessarily implicated in these factors." The 
similar moment of misinterpretation can be found in many other artists engaged 
with the abstract vocabulary. It is possible, at least from the postcolonial 
critique of the west, to attribute such events of understatement of the eastern 
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influences to the western arts, in particular American modern art advocated by 
its philosophers like Greenberg, agenda of claiming a certain authenticity in the 
revolution formalistic abstraction. 
Coming back to the perennial discourse of tantra in its Indian context there are 
also reservations as how to interpret the seemingly abstract nature of tantric 
fonns. Mukherjee strongly resists any modem day critical analysis of tantric 
imagery as an art fonn. Such potentially loaded forms cannot be reduced to a 
mere analysis on the basis of art fundaments like style, form, compositional and 
color psychology, for tantra is predominantly a way of life where concept 
precedes percept. This foregrounds an argument as how we contextualize the 
meaning of abstraction. From the tantric point of view there is no question of a 
detached engagement to conceive some aesthetic delight in a pure form. It is 
not a solipsistic engagement to satisfy an individual ego. Tantra, unlike 
modernism's anthropocentric world-view, is cosmo-centric in seeking the 
possibilities of self-expansion in relation to his/her awareness of the outer 
reaches of space. And unlike the patriarchal male-centered chauvinism of 
modem world the tantric doctrine describes its polarity principle by 
emphasizing the precedence of female over male. The female as a force or 
energy is considered key to live a creative life. 
The preponderance of masculinity, with its suggestiveness 
and relative lack o feminine qualities, has created an imbalance in 
today's society. To experience the basic sensation of being T in its 
totality is to equilibrate the two opposites, masculinity and 
feminity. In tantric terms it means a synthesis, a development of 
feminity within each one of us. The higher our spiritual evolution, 
the more feminine-affirmative will be our level of consciousness, 
in relation to the masculine-negative. Thus tantric opens up a new 
vista in its ideological and spiritual concepts, and its spectrum of 
experiential techniques provides a possible psychotherapeutic 
altemative in the quest of a love and joy that unites. 
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Both the stands, polar opposite of the modernism's male chauvinistic outlook, 
make, interestingly, more relevance in the postcolonial and postmodern 
context. Similarly the tantric paradigm may prove of the significance to rethink 
the presuppositions and the hypothetical position of western abstract art in 
general and its recurrence in the Indian modem art scene 
According to tantric tradition the aesthetic and the spiritual are inseparable. 
Beauty is a symbol of the divine. The form as a materialistic entity is not 
bestowed a meaning but exists as a meaningful thing prior to its discovery. For 
a tantric artist the act of creation is tantamount to a contemplative process 
where the bliss derived from this experience is part of meditation. Unlike the 
modem artist tantric imagery is not an arbitrary invention derived from the 
chaos of artistic manipulation where the aim is to attain a macrocosmic vision 
by means of the synthesis between the external world and the intrinsic 
consciousness. By transcending the arbitrary limits of a work of art in the quest 
for a psycho-physical unity with the essential forces of nature the scope of 
tantra art rises beyond national, regional or local identities. It is in its four-
dimensional manifestation of tme art that tantra's timeless vocabulary can 
make its relevance in any given age or context. Sri Aurobindo writes: 
a fourth dimension of aesthetic sense' 
where all is in ourselves, ourselves in all. 
The tantric art is both representational and abstract in the sense that while 
emphasizing the analogies between the individual and the cosmos the tantric 
imagery represents something taking place in real life in order to remind us, 
like sacred scriptures, our tme nature. Yet it is abstract in its choice of a non-
narrative, indirect or subtle vocabulary of abstract signs and symbols. For 
instance, a geometrical configuration such as a triangle representing Prakriti or 
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female energy is both an abstract fomi and at the same time it represents a 
primal root-form suggestive of the Prakriti as a governing principle of life. The 
distinctive quality of a tantric abstraction lies in its allegorical and symbolic 
nature. Some seminal examples will elucidate the special and the universal 
character of tantric art. By means of the three fomialistic structures. Mantra, 
Yantra and Mandala, Mukherjee cites various examples to elucidate the 
concept and the content of tantric symbiology, which will find its reference in 
the main body of Santosh's work. However, to locate Santosh's early initiation 
into the tantric imagery it is important to discuss some salient features of 
Kashmir Saivism. Its difference from the early traditions and other regional 
forms is based on its distinction as a monistic doctrine. 
"If the Highest Reality [Parama Siva] did not manifest in infinite variety, 
but remained within its solid singleness, it would neither be the Highest 
Power nor consciousness, but something like a jar." Abhinavagupta 
Tantraloka '^' 
Saivism is the oldest of the four major sects of Hinduism, the others being 
Vaishnavism, Shaktism and Smartism. Followers of Saivism revere Siva as the 
Supreme Being. They beUeve that Siva is All and in all, the creator, preserver, 
destroyer, revealer and the one who conceals all that is. Siva enjoys varied 
iconic manifestations as the Great Yogi, the supreme mendicant, the King of 
Dancers, the lover, the Bridegroom, the Husband. Owing to its long history 
Saivism took different forms in different regions. Vira-Saiva in the Kamataka, 
Saiva-Siddhanta in Tamil Nadu and Advaita Saivism in Kashmir are the three 
main branches. 
Kashmir Saivism or the Trika system developed as a highly intellectual 
monistic theory in the early ninth century. As Mukherjee describes, "The 
system regards the Supreme Reality, Siva, as unitary and Pure Consciousness, 
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conscious of itself through reflection which is identified with Sakti. Siva-Sakti, 
bi-unity, contain the potential of all that is ever likely to be."^ ^ In Saiva 
philosophy the artist is conferred a certain divinity and compared with the 
supreme. Citing Jaidev Singh in (Pratyab-hijnahrdayam), Mukherjee writes, 
"Just as an artist cannot contain his joy within himself, but pours it out in a 
song, a painting or a poem, so the Supreme Artist pours out his splendour in 
manifestation or creation" . This Supreme Artist is the Siva whose five 
manifestations as consciousness, bliss, desire, knowledge and activity are 
symbolized as Siva's five faces. In a yogic meditation Siva's creative power, 
the feminine energy (Sakti) is awakened to rise through the body's three subtle 
channels, symbolized by the trident. The feminine energy is represented by the 
scarlet cloth enfolding the trident. ^^  
The most significant characteristic of the monistic Kashmiri Saivism is the 
Pratyabhijna, or "Recognition," system propounded in the writings of 
Utpaladeva (c. 925-975 C.E.) and Abhinavagupta (c. 975-1025 C.E.). 
Pratyabhijna means "recognition" and refers to the spontaneous recognition of 
the divine nature hidden in each human being (atman). Both the writers 
conceive the Pratyabhijna system as an internalized form of tantric ritual that 
leads students directly to identification with Siva. The significant endeavor of 
the system is to initiate the student to participate in the recognition "I am Siva," 
which implies that all experiences and contents of experience are expressions 
of the recognition that "I am Siva." This epistemological approach by means of 
perceptual cognition is central to their philosophical position. 
The monistic paradigm of Kashmir Saivism postulates that consciousness and 
matter are identical and not separate. The division between God and the world 
is irrelevant. Kashmir Saivism bon'owed heavily from other earlier Saiva sects 
such as Saiva Siddhanta, Advaita Vedanta. Though Siva is the main focus 
shared by all Saiva sects, but each sect maintains a certain difference based on 
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the claim that Siva initiated each sect with a distinct impress, with many 
commonaUties. According to Siva Sutra, by Siva's revelation Vasugupta (875-
925 CE) is the first proponent of Kashmir Saivism. Somananda, a disciple of 
Vasugupta, while responding to the question as why Siva gave different 
versions of Saivism to different sects, concluded that the system advocated by 
his Guru was suitable only for accomplished Yogis and not for ordinary 
mortals. Pratyabhijna is a spontaneous recognition of the nature of Divine in 
each human being. The nature of the Subject and object are identical (Samrata 
Partipadnam). The knowledge of an object becomes part of the knower. 
Abhinavagupta in his further elaborations of Pratyabhijna says that there is no 
sweat or exertion such as breathing exercises and locks (Bandhas) practiced in 
Yogic system. There is no renunciation of the world in Pratyabhijna. Utpala 
says that it is easy way to Moksa.^ ^ 
You have knowledge of God from Sacred texts, from 
experience, from inferences and from apprehension that one's own 
self is God. When an experience impinges on you that says, 'I am 
that very Lord', you have come to Isvara Pratyabhijna or 
recognition of the lord. 
It is obvious from the biographical accounts that Santosh's early initiation into 
Tantra was by mean of his encounter with the indigenous traditions in Kashmir. 
Santosh at many occasions recalled the year 1964 when during a visit to the 
holy Amaranth cave in south Kashmir he was deeply inspired by its spiritual 
ambience and this encounter had a lasting influence on his artistic career. The 
linga-shaped ice block has been formed in a cave high in the Himalayas by 
water dripping from the mountain roof This sacred place of Hindu pilgrimage 
was discovered many hundreds of years ago by yogis who recognized in the 
natural ice pillar the symbol of Siva. Every year, thousands of pilgrims climb 
the difficult path to Amaranth cave at 13,000 feet to perforai ritual worship. It 
is in this special encounter that Santosh discovers a distinctively indigenous 
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and a profoundly rich source to develop his conceptual and aesthetic 
vocabulary as a modem artist. In order to come in direct contact with Santosh's 
Neo-Tantric phase, which encompasses the main body of his work, it is 
necessary to give a brief outline of the movement. 
Neo-Tantric Movement: An Overview 
With the rise of the popularity of the Tantra philosophy especially in the 
modem day westem world, known for its materialistic and hedonistic 
tendencies, reduced the metaphysical/spiritual esoteric discourse to the rhetoric 
of sacred sexuality and established its distinction from the traditional Tantra for 
doing away with the old taboos and by replacing the orthodox subtlety by 
encouraging an inconceivable degree of unorthodox practices. However, some 
scholars are of the opinion that what sets "neo-tantra teachers apart from tantra 
yoga gums is that in neo-tantra the emphasis on sexuality is usually quite 
obvious; in tantra yoga, the opposite is often the case, with some modem gums 
insisting that tantra yoga is not sexual at all or that it teaches nothing about sex 
per se and that the entirety of the practice is concerned with the chanting of 
mantras, visualization of yantras, practicing of tapas, and the like."^' Since the 
tenn 'Neo-Tantra' is a westem re-constmct ^ and considering the dramatic 
level of appropriations, often de-contextualized, it becomes essential to take 
heed of such West-centric interpretations. As Rebecca M. Brown points out: 
Uncovering something hidden within religious practice 
played into the exotic, esoteric image of India already cultivated by 
colonial discourse. The search for knowledge about tantra came to 
a head in this period in part because of the greater accessibility of 
Tibetan Buddhism following the exile of the Dalai Lama from 
Tibet in 1959. Coinciding with a growing Westem interest in what 
was broadly termed Asian spirituality - sparked in part by the 
interaction of the Beat poets with Zen in the 1950s (which 
anticipated Hippie counterculture of 60s).- tantric scholarship soon 
moved into the mainstream with major exhibitions and 
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publications on tantric art, most prominently Ajit Mukherjee's 
Tantra Art and Philip Rawson's Art of Tantra (Mukherjee 1966, 
Rawson 1971). The 1960s and 1970s mark a high point of interest 
in the visual and conceptual aspects of this ostensibly hidden fonn 
of Hinduism and Buddhism. More recently scholarship has re-
evaluated the "hidden" quality of tantra, arguing in contrast that it 
enjoyed mainstream patronage and support during certain 
historical periods. The ubiquity of tantric art forms and the 
patronage of these forms by prominent historical figures point 
toward a much less stark distinction between orthodox and 
unorthodox than previously assumed (White 2000, 31-4; Harper 
and Brown 2002; Brown 2002). Today scholars are beginning to 
contextualize the very idea of tantra as "hidden" as participating in 
Orientalism, in its concomitant exoticization of India, and in the 
need for debauchery in India to stand in contrast to a presumed 
Victorian reserve. ^^  
There are, however, scholarly instances where the tantric discourse on sex has 
been discussed in terms of its two major currents, polar opposite, one practiced 
sexual abstinence in or order to enhance libidinal energy to attain tejas -
radiant energy which enables a tantrika to work all kinds of supernatural 
effects; and the other welcomes orgasm, provided this psycho-sexual energy 
adheres to the ancient spiritual traditions. According to Hindu tantra, as 
Rawson has pointed out, "all the concrete enjoyments and imagery are 
supposed to awaken dormant energies, especially the energy which normally 
finds its outlet in sexual intercourse, and used to propel the consciousness 
toward blissful enlightenment. Orgasm is in this sense an irrelevance, lost in 
the sustained and vastly enhanced inward condition of nervous vibration in 
which the union of the energies of man and world are felt to be consummated, 
their infinite possibilities reahzed virtually on the astronomical scale of time 
and space."^ "* 
It is this transcendental condition and the blissful enlightenment that Santosh's 
tantric stance finds its way in his art works. In his own words he articulates: 
"My concept is broadly thus: Sex is elevated to the level of transcendental 
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experience. I take the human form in its dual male and female aspects, in 
sexual union, in a state of unalloyed fulfillment, caught in a trance. I try to 
capture this intensity, order and what is regarded as a yogic discipline."^^ 
Tantra describes Creation as a sexual self-realization through the activity of the 
Goddess. By goddess it means the universal, the realization of the Great 
Whole, which implies infinite value. Sexual union is not merely a matter of two 
individuals but a cosmic act. It is in this special character of cosmo-centric 
libidinal energy which recalls Sigmund Freud's idea of sublimation. The 
possible comparison, especially in the context of Indian modem artists 
associated with Neo-Tantric art, may shed some light on the psycho-sexual 
energy as suggested in the tantric traditions and the Freud's psychoanalytical 
approach to art. As Krishna Chaitanya has pointed out: 
And we find that even the creative power of the artist and 
poet, because of its passion and drive, seems like sexual energy 
sublimated. That is why the concept of the libido has so much of 
ambiguity in Freud; it can mean pure life-energy, the surging thrust 
of vital life, or sexual energy specifically, or all creative energy 
which Freud interpreted as a sublimation of sex. This ambiguity 
has been in one current of Tantric thought too and has been 
responsible for some seriously distorted developments in the 
traditions. In the symbolic language of this current, Kundalini is a 
force that lies coiled like a serpent in the pelvic region. Spiritual 
evolution is supposed to commence when it begins to - is made to 
begin to - ascend along the spinal cord, and to culminate when it 
ulfimately reaches and irradiates the brain. Now, if all this is pure 
metaphor and symbolism, one can attempt to extract a profound 
meaning somewhat along these lines. Evolufion reaches its goal 
only when creative energy, which is the energy of vibration in 
matter and the energy of vital growth and proliferation of animate 
forms, becomes the energy of consciousness of total awareness, in 
the most spiritually evolved man... 
Considering the dense rhetoric of tantra philosophy, its enormous scale of 
scholarly text and the great variety of opinion the present study does not allow 
further elaborations. Since the main preoccupation of the present chapter is to 
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locate Santosh with reference to the visual imagery of the tantra; its 
application, appropriation and transfonnation in the modem art vocabulary. 
Therefore, at this point, a brief survey of the Indian modem artists who in the 
wake of their quest for indigenous authenticity sought an aesthetic solution in 
the tantra traditions, will further elucidate the conceptual and stylistic 
preoccupations of what came to be called as Neo-Tantric art. 
The 1950s, as discussed earlier, is characteristic of a renewed longing and 
search for "Indianess" to secure a sustainable notion of authentic in the midst 
of the post-independent cultural crisis, the colonial hangover, and more 
particularly the westernized adaptations in the context of Indian modem art. 
The crisis in nationalist identity and the sovereignty of Indian nation-state share 
a deep synchronic moment with the late 19'*' century Revivalism of Bengal 
School and the 50s yearning for indigenous authenticity, generally called as the 
"'Indigenist Trends". 
In 40s and 50s the avant-gardism of Progressive art movements in its reaction 
to the Nationalist/Revivalist fixity of Bengal school had left open the floodgate 
of western art, which brought in a deliberate Western oriented modemistic 
sensibility of a quasi-figurative mode. The other artists not strictly associated 
with any movement or group, like N.S. Bendre, K.K. Hebbar or Sankho 
Chaudhuri and so on, shared more or less similar stylistic variations as 
progressives. However, by late 1950s a Westem-oriented abstraction was 
adopted by artists like Akbar Padamsee, Ramkumar, V.S. Gaitonde, Nasreen 
Mohamedi, Jeram Patel, L. Munnuswamy, K.M. Adimoolam, Achutan 
Kudallur and so on. 
The cultural debate about the dichotomy of Indian nation-state and the 
modernist/internationalist anticipated a certain sense of skepticism towards the 
validity and relevance of following the alien European modemist art styles. It 
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was during this time that the discourse of indigenous negotiated the concerns 
relating to the imperiahst attitude of Western art, authenticity and national 
identity. However, the question that gathered momentum among the cultural 
theorists was: how do a group of cultures that have 'not yet' arrived at a 
modem stage achieve modernity? In the case of art history, the gap between 
the modem and the 'not yet' is reinforced by the transitional fillers like 
romanticization and valorization of the native, primitive, indigenous Other as a 
source for artistic inspiration. In tantra Indian modem artists discovered the 
possibility of an Other that was seen as authentic, spiritual, and universal, just 
as Picasso saw that authenticity in Malian culture. The Indian artists, in a 
certain revivalist guise, choose to abscond from the dictates of Western 
modernism and instead found a safe and aesthetically convincing alternative in 
the indigenous. In the catalogue of the exhibition arranged under the Indo-
Gennan Exchange program Prof Thomas Grochowiak opens the forward: 
What do we know about one another? ~ When, in 1975, the 
exhibition "Tantra" was shown for the first time in the Federal 
Republic of Germany - in Stuttgart and Recklinghausen - Tantra 
art proved to be something of a revelation to the visitors, especially 
to artists and the young generation. "Tantra, the Indian cult of 
Ecstasy", as Philip S. Rawson characterized this singular 
expression of Indian feeling, appeared to many young artists to 
offer a spiritual analogy in their search for synthesis of vitally 
experienced reality and meditative entrancement, "in which this 
world presents itself, not as we see it, but as we would like it to 
be." This exhibidon definitely left its traces in artistic activity in 
this country. The collections of India art and culture were visited 
more than ever before and the impulses, which the artists picked up 
there, were absorbed and often integrated into individual artistic 
processes. Particular interest was aroused as to how contemporary 
Indian artists create and express their art. If today Indian painters 
such as Santosh, Biren de, Ready, to mention but a few, are 
familiar names in the German art scene, then it is essentially a 
result of this encounter with Tantra art". 
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Among the early indigenous initiatives it was K C Paniker who around 1963 
after his early expressionistic mode of painting turned to quasi-religious 
sources such as the engraved or written charts such as those found in 
horoscopes, traditional cryptic pictograms, and the pure visual dynamics of 
Malayalam script. However, later he assumed a certain deliberate distance from 
the spiritual content and resumed narrative and expressionistic idiom to 
emphasize on the visual quality of a work. Besides painters the 60s Indian 
modem art scene is also replete with sculptural initiatives for incorporating 
indigenous sources. Artist like Nandagopal and Balan Nambiar are known for 
bringing in the element of iconicity, frontality, decorativeness, linearity and 
traditional imagery, combined with the use of traditional technique of metal 
repousse (kavacha tradition), among other conventional and unconventional 
materials. Kanai Kunhiraman's 'Amma' (1962), shares an explicit indigenous 
direction. ^^  
In Baroda, along with the international modem styles, artist/teachers like N.S. 
Bendre also taught the technique and styles of Indian miniature paintings. 
Prompted by teachers such as N.S. Bendre in the 1950's art students, Vinay 
Trivedi, Jyoti Bhatt (b.l934), Ratan Parimoo (b.l936), among others, leamt 
pictorial conventions from traditional Indian art. For instance, in the second 
half of 1950's Parimoo devised a two-dimensional pictorial schema, linear 
draughtsmanship and narrative brevity based on Westem Indian Jain painting 
in his pictorial narrations of remembered Kashmir and lived local environment 
of Baroda. The great significance of Subramanyan's pedagogic position lies in 
his untiring initiatives to bring in the leaming skills and techniques of the living 
traditions of folk and tribal art into the international modem vocabulary and 
academic curriculum. His monumental and groundbreaking works like the 
large mural in Lucknow adopted a deliberate crafts-manly and decorative 
idiom. And later his experimentation for incorporating various indigenous 
132 
mural mediums, such as sand-cast cement and terracotta, served as a shift in 
paradigm to seek an alternative language of Indian modernism. '^^  
It is within this ideological backdrop that Neo-Tantric art emerged as a 
potentially sustainable alternative to the western abstraction. Drawing its 
sources from the abstract Tantric symbolism primarily based on the concept of 
primordial union of Purusha and Prakriti Neo-Tantric stylization was shared by 
many Indian artist as a safe aesthetic investment. Neotantrism, as interpreted 
and popularized in the recent west, may have had some influence to the modem 
Indian artist like K.C.S. Paniker, Ghulam Rasool Santosh, Biren De followed 
by other artist like Jagdish Swaminathan, Shankar Palsikar, Haridasan, Om 
Prakash and Prafulla Mohant, who directly or indirectly are often linked with 
the movement. Although fascinated with the sudden hype generated by the 
veracious dissemination from the western media most of the Indian artists who 
showed a sustained engagement with the tantric idiom sought their sources 
directly from the indigenous traditions. 
While addressing the works of this particular indigenous trend it was 
presupposed that it may come loaded with religious or spiritual content. But on 
the contrary most of the Neo-Tantric artists made it somewhat mandatory to 
state that their exploration of its artistic possibilities moved beyond the 
transcendent aims of Tantra art. Swaminathan, for instance, made it clear that 
the plastic-visual possibilities of tantric art were more important than Tantric 
philosophy. In geometric mystical symbols of Tantra Paniker's interest lied in 
its formalistic visual/aesthetic quality rather than the spiritual content, which 
anticipated a new direction for an indigenous form of modem abstraction. By 
juxtaposing the iconic and calligraphic visual aesthetics of artists such as Paul 
Klee with Indian folk and mystical meditative designs Paniker came up with 
the modem vocabulary which is at one abstract and yet representational. It is 
interesting to note that these experimentations with the indigenous coincided 
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with the enhanced interest and presentation in the 1960s of Tantric Art by Ajit 
Mookherjee and others and led to an important field of Indian abstract 
exploration, where spiritual practices are brought together with pure visuality 
to engender internal transformations. From Indian modernism's international 
perspective the popularity of Neo-Tantric art is also indebted to the traveling 
exhibition organized by Mukherjee which toured Europe and North America in 
1984-6. The exhibition included Tantric artists like G.R. Santosh, Biren De and 
Sohan Qadri. Among other artists included such as the younger one like 
Biswarup Datta and Amrita Banerji, whose visual metaphors share the similar 
if not the same direction, and the diasporic artist Anil Revri, (Indian bom 
American artist) for his subtle and allegorical juxtaposition of tantric visual 
imagery with American Op Art.''° 
The early modernist encounters with the tantric imagery can be seen in the 
works of K.V. Haridasan (b.l937), who took the Paniker's alternative of 
moderate nativism to extreme by incorporating the flat geometric abstract 
diagrams. Around 1967- 1967 his paintings draw its sources from the ritual 
tradition of Kerala called dhuli-chitram, as done with powder colours, and 
abstract Tantric symbolism based on the concept of primordial union of 
Purusha and Prakriti. Haridasan's position to draw from the more authentic 
ritual traditions, as compared to the Paniker's rather quasi-religious religious 
sources and later a deliberate distance from the spiritual content, anticipated a 
certain trend by inspiring many other artists whose quest for indigenously 
authentic vocabulary is suggestive of the crisis of the times. 
Among the other artists whose body of work is directly or indirectly informed 
by the tantric paradigm are Jayapala Panicker, Biren De, Jagdish Swaminathan 
(for his interest in the transcendental), Shankar Palsikar, Om Prakash, PrafliUa 
Mohanty, Sohan Qadri, SH Raza (in his late 70s bindu concept), P.T. Reddy, V 
Vishwanadhan, Shobha Broota,Prabhakar Kolte and others elsewhere are 
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believed to have been influenced by either the philosophy of tantra or its 
visual/aesthetic possibilities or the both, for instance, in the cases of Santosh,. 
The Neo-Tantric Works of Ghulam Rasool Santosh 
G. R. Santosh, despite his multidimensional personality, is best known for his 
sustained engagement and life-long adherence to the neo-tantric idiom. The 
great significance of his contribution to Indian modem art lies in its historical 
context when during its most crucial phase the notions of western-centric 
modernism were grilled under postcolonial skepticism. He was among the 
forerurmers who sought a sustainable alternative to the imperialist agenda of 
western modernism by means of an inward-looking attitude which opened up a 
new plethora of artistic possibilities. As discussed earlier Santosh shares a 
unique experience where his involvement with the spiritual/transcendental 
space of tantra is, simultaneously, on the one hand responsible for his personal 
development and on the other hand as an impersonal investment for his 
professional achievements. This somewhat uncanny position can only be 
compared with the likes of Sohan Qadri. Or, perhaps, at a different level, with 
the rigorous puritanical position of artists like Mondrian who, in his Neoplastic 
phase, is famously known for his religious-like-abstinence to use anything that 
may evoke the carnal desires and, therefore, throughout his career he confined 
his abstract paintings to a simple formula, based on vertical/horizontal lines and 
three basic colors. In case of Santosh, however, the formula is not so 
conspicuously defined. But as far as the over-all ambience of Santosh's well-
wrought color-chemistry and formal structure is concerned his paintings too 
reflect a deep sense of homogeneity. That is why, in a certain sense, both the 
artist share a similar criticism for being apparently repetitive and lacking in 
variety. 
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Santosh is often compared with his immediate contemporary Biren De as both 
are primarily known for their tantric orientation. De is generally thought to be 
the first true neo-tantric painter for giving a certain consensus to its future 
developments. Although both share a long and arduous journey of life to 
eventually arrive at a more or less similar aesthetic paradigm. But at the same 
tune it is interesting to note that while De's development can be systematically 
measured by means of his somewhat predictable stylistic evolution but in case 
of Santosh, it can be possibly said, the tantra came as a spiritual realization. By 
this their journeys differ both at the stylistic and the spiritual plane. This is 
why, perhaps, De's work bears all the possible ingredients, like simplicity, 
variety and something which is relatively comprehensible and accessible as a 
visual delight, we get to see in the western abstraction. This sense of familiarity 
with the overstated rhetoric of western abstract art does not seem to be working 
well with Santosh's ascetic sense of centrality, its repetitious mirror images and 
the recurrent entrapment of borders. Similarly, at a certain point, one can notice 
that while Santosh seems more careful, calculating and somewhat reverential in 
his painterly articulation of tantric sources Biren De's appears to be more 
relaxed and playful as he dwells in the dramatic treatment of the light and dark, 
the intense and eerie contrasts and the simplification of three-dimensional 
images of male and female in sexual union. However, how different their 
approach may be, but their work shares the similar end result for its 
transcendental affects and a sense of meditative fulfillment. In the midst of 
modem man's ambitious haste in a materialistic world these images, suffused 
with hypnotic power, may serve as a point of reference to the primal wannth 
and peace. 
Santosh provides a discemable counterpoint to other artists who shared the 
tantra's conceptual or visual/plastic concerns but somehow refuted the 
spiritual/metaphysical context. For instance, Paniker's outright rejection of its 
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religious resonance while sharing the pictorial possibilities; Raza's 
preoccupation with the tantric symbolism in his Bindu or Ma series on the one 
hand and his distanced and disinterested aim to explore pure plastic and formal 
order on the other; and a similar position shared by Swaminathan. Haridasan 
too, without indulging into the deep and the dense, plays around with 
permutations and combinations of design elements and formal symmetry. For 
Santosh, neo-Tantric paradigm was as much an aesthetic solution to outlive the 
binary opposition between abstraction and representation and at the same time 
the existential choice to identify with the spiritual value-system of the ancient 
wisdom. We can say that the way Camus saw a modern man's existential 
solution in the Greek myth of Sisyphus; by foregrounding a hypothesis that the 
real meaning of life lies in the very straggle to make meaning out of the 
meaningless. Santosh, on the other hand, found a potential remedy for what is 
psychoanalytically called a modem man's 'existential vacuum' caused by the 
anthropocentric, individualistic and subjective indulgences, in the inter-cosmic 
relationship postulated by tantric philosophy. The tantric imagery is pregnant 
with metaphorical suggestions where any human act from micro to macro level 
has a direct and intimate correspondence with the universe. As if in a constant 
state of healthy conspiracy the nature and its creatures are destined to influence 
each other for any higher realization. Santosh never gave up this conceptual 
framework in spite of the challenges and criticism neo-tantric movement, in 
general, faced from various quarters of cultural discourse. In other words, his 
stem resistance to the explosive upsurge in avant-garde experimentation and 
easily accessible influences from the several abstract movements in the west is 
a remarkable fact that he never gave in. That is why among the artists 
associated with the neotantric movement his work was relatively more subject 
to criticism. Possibly because he was not ready to compromise the essentially 
dense or complex nature of his sources for any simplistic reduction or easy 
comprehension. As Santo Datta, an art critic describes: "'G .R. Santosh gave 
137 
this Neo-Tantric trend in Indian modernism his own complex geometry spelled 
out in terms of rich colour schemes and dramatic tonalities". His position, 
however, in a remote sense, shared some formalistic concerns with Joyce's 
Ulysses for dealing with a language loaded with a world which at best reveals 
itself as an alternative to our present. 
Santosh's relentlessly mystical engagement with his work is best described by 
his choice of not naming the unnamable for which almost the whole body of his 
neotantric work is left untitled. This also foregrounds a strategic problem as 
how to address his works individually. Hence, in most of the cases his work 
will be discussed as a body sharing the essentially common conceptual or 
aesthetic/formal concerns. In an email communication with Shantiveer Kaul, 
the writer from Kashmir whose monograph on Santosh remains to be the only 
direct and relatively comprehensive attempt at analyzing his work, responded: 
'How can you name the perception of the 'Un-knowable'?'. His answer for its 
sheer directness bespeaks a mystic-orientation of answering a question with a 
question and therefore, demonstrates the fact that the possibility of a true 
answer does not lie outside experience. The present context is referential to 
Santosh's aesthetic/artistic experience which defies any analytical translation 
into any other language but itself From this point of view, it seems, that any 
critical analysis of Santosh's work may not achieve much results. But then 
abstraction in general is confronted by similar challenges and yet it has 
generated relatively more critical text in the modem art discourse. It is within 
this seemingly ironical condition that one can aim at arriving to some 
comprehensive analysis of Santosh's body of work. 
Santosh's formalistic approach, unlike the early proponents of fomialistic 
abstraction like Malevich, Mondrian, Miro and so on, is characterized by his 
conscious and well-meaning adherence to the element of duality. The binary 
opposition, on which the ego of western abstract art feeds, especially in its 
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academic rhetoric, was largely defined in tenns of the categorical distinction 
between representational and abstract, referential and non-referential, non-
objective and so on. In Santosh's abstraction such a categorical distinction 
becomes a misnomer. Characteristic of an eastern sensibility his art is more 
inclined to seek similarities in opposites where every difference is a shadow of 
a singular Universal Principle. Where by means of the experience of unity in 
diversity his works address the Other not as a stranger but a part of one's self to 
realize the Greater Self His position is invested with even greater concern than, 
for instance, Eric Fromm's psychoanalytical prescriptions for the predicament 
of being a modem in the west. As Fromm emphasized the urgency of 
interpersonal union to escape the neurosis modernity in the west is suffering 
from, Santosh, on the other hand, goes even further by means of his aesthetic 
agenda to re-live the cosmo-personal union of the primordial man. The major 
attributes of his primal sources are based on the idea of the Ultimate Reality, 
expansion, self-recognition, the symbol of trident or trikona which incorporates 
the Divine, the personal and all the matter the universe is composed of These 
spiritual ingredients act as a muse in his aesthetic pursuit to attain Moksha, 
liberation. The whole process, at the same time, is as pragmatic and worldly as 
one could imagine Santosh at work. It is also important to state that Santosh 
never claimed any divine specificity to his creative process. As he says: "To me 
painting is a necessary, normal activity, no more special than any of my other 
activities. It is integral part of my 'being', my Svabhava, nature, my Karma." 
He may be addressed as a modem-day mystic/philosopher but it would be, 
perhaps, inappropriate to call him a devotional painter as it has been in the case 
of Tagore's Gitangali. Like Tagore if there is anything devotional about 
Santosh's paintings it is the dream of an alternative world, or in the words of 
Yeats a poetic world which can only be dreamt of by most of us. 
139 
The archetypal preoccupation with the figurative gives Santosh's abstraction a 
unique distinction. At a glance his work appears to be a stylistic preoccupation 
with some defined compositional structure. Unlike the conventional abstract art 
his geometric orientation tends to move from abstraction to a figurative human 
forni, which is as much identifiable as it appears elusive. At the same time this 
reversible metamorphosis of pure fonns like triangle, circle, diamond, and 
trident into the anthropomorphic finds a formalistic synthesis in the female 
forni. According to tantra the feminine principle, Sakti, is the very life force or 
creative energy of Siva or the Ultimate Reality. This element of feminine 
principle remains a recurrent motif throughout his body of work. In a humorous 
way he would often say to his visitors: "If Biren De assumes that he is the 
father of Neo-Tantra, then I am the mother of Neo-Tantra'". He was well aware 
of the difference between the two states of power-hood, where the latter 
assumes a much greater significance in the tantric discourse. In one of his 
statement he makes an explicit mention of the feminine principle: 
Indian tradition is based on the universal concept of the 
ultimate reality manifesting itself in myriad shapes and forms in 
time and space. My own self is preoccupied with the same 
universal concept. My paintings are based on the male-and-female 
concept of Siva and Sakti and, therefore, construed as Tantra. It is 
not just the man and woman concept. Any semblances in my 
paintings in this respect are symbolical, but my stress is on the 
more fundamental male-female principle with its infinite 
connotation with all the pervasive light emanating from the 
objective reality. "*' 
In the analytical process of locating his tantric symbology one realizes that the 
traditional mandalas have gone through a rigorous transformation. It is 
interesting to emphasize that the evolution of visual/metaphorical language of 
tantra has seen a momentous transformation in its course of history from 
ancient times to the medieval. Santosh shares the similar evolutionary-link by 
transcending the given to anticipate a greater relevance. He is not simply 
illustrating the illustrated. In this regard he is more conceptual than perceptual. 
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This dichotomy of Universal and individual are manifest in his works. And 
strangely if there is any conscious borrowing from the western art that he 
would explicitly confess it is not abstract art, what may generally be presumed, 
but surrealism. Santosh at different occasion confessed his deep liking for Dali. 
His fantastic appropriation of Mona Lisa, discussed earlier, reveals his early 
interest in the surrealist-leap into subconscious. Some examples, like the 
watercolor titled as Reclining Torso, 1966 (pi. 13), or the pencil drawings, 
Standing female nude, 1987 (pi. 14), or Untitled (pi. 15), however, either close 
to his neotantric period or some even in the midst of it reveal his 
draughtsmanly virtuosity, reminiscent of Picasso's linear precision, and at the 
same time a surrealistic-orientation of wishfiil thinking; the taste for sensuous 
and even erotic that finds a subtle abstraction in neotantrism. It is interesting to 
notice a shift in paradigm which causes a drastic transfomiation in the pictorial 
world of Santosh. For instance the earliest neo-tantric work Shakti Pata, 1966 
(pi. 16) comes like a shock with its dynamic color-fonns, simplicity of 
composition, the direct, bold and centralized projection of the Cosmic-fusion of 
male-female principles, mirror-like duplicity and the double-framed geometric 
order. 
Santosh's earliest neotantric work can only be traced after 1964 when he had 
his first spiritual encounter after visiting the Amaranth cave in Srinagar. The 
testimonial significance of this personal event makes it clear that for Santosh 
neotantrism did not come as a predictable evolutionary development but rather 
as a revolutionary shift in paradigm. That is why it becomes rather difficult to 
imagine that his earlier experiments with various idioms of modem art would 
bear any relevance to the later phase. At the same time he never really stopped 
returning to the pre-neotantric idioms, however in spasmodic and brief 
intervals. No doubt that during his cubist-expressionist period of late 50s his 
works certainly shared a considerable degree of abstract orientation, but that 
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kind of abstraction, indebted to the western influences, is radically different 
from the neotantric abstraction. In one of his public statements he says: 
I suppose I was in search of an image of an artist rooted in 
his own soil and his own traditions. Af^ er studying Tantra and 
Kashmir Saivism, 1 came to realize that ours is not a visual but a 
philosophical tradition. For behind the visuals there are some 
universal values and it is these values that I wanted to give 
expression to through my paintings. For a while Shiva-Shakti 
concept dominated and the transformation from abstract genre to 
Tantra took three years. Kashmir Saivism has influenced my 
paintings a great deal in terms of color to as a form of light. 
Orange dominates mainly because of Tantra."*^  
It would be an understatement to call Santosh's adoption of geometric 
precision and symmetry of composition of classical Mandalas or Yantras a 
mere appropriation. In them he seeks a motif or a reference point or an 
inspiration to build up his individual imagery of universal values. From the 
formalistic point of view the recurrent appearance of the pure geometric forms 
like triangle, circle, diamond, and trident occupy a vital space. The similar 
formulations exist in tantric imagery where a triangle whose summit points 
towards the sky symbolizes masculine energy, while a triangle pointing 
downwards represents feminine energy and by means of juxtaposition their 
union assumes a form of a hexagon called Sri Yantra. As described by 
Mukherjee: 
Sri Yantra is the most celebrated yantra which 
foregrounds a configuration of nine interlacing triangles centered 
on the bindu, drawn by the superimposition of five downward-
pointing triangles, representing Sakti, and four upright triangles, 
representing Siva. The Sri Yantra is a symbolic pattern of Sakti's 
own form (svarupa), powers and emanations, the form of the 
universe (visvarupa), symbolizing the various stages of Sakti's 
descent in manifestation. It is a pictorial illustration of the cosmic 
field in creation. Like creation itself, the Sri Yantra came into 
being through the force of primordial desire. The impulse of desire 
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(Kamakala), bom of the inherent nature of Prakriti, creates a throb 
(spanda) which vibrates as sound (nada)."'^ '' 
We can see, for instance in Santosh's works like Untitled, 1987 (pi. 17), 
Untitled, 1987 (pi. 18) Untitled, 1992-96 (pi. 19) and in many other similar 
paintings a different kind of permutations of Sri Yantra. By means of the 
interlocking, juxtaposition or inter-layering he multiplies the triangles to the 
extent where any systematic counting becomes an impossible task. By 
transcending the traditional tantrika's categorical agreement with cosmogonic 
mathematics Santosh amves at a potentially inventive transformation. The 
Untitled (pi. 17), especially with its resonating yellow goes far beyond the 
spiritual pleasure one could derive from any traditional yantra. Here the 
monochromatic yellow assumes a dimensional form by radiating light, a 
significant characteristic of tantra, and evokes a powerful sensation of 
enlightenment. However, obliquely, the work brings alive the memory of Van 
Gough's sunflowers on the one hand and the element of divinity as understood 
by Raza. Raza's poignandy poetic articulation comes to mind: "When I paint 
the bindu, I am aware that I am literally in the womb of time and that I am 
creating a spark of divinity. When I paint the bindu, it is an act of supreme 
consecration. Wherever my painting hangs, I create a temple." Santosh's 
painting, as if drenched in the divine spark, is at best homage to self-
recognition: In search of thee, I found myself. Instinctually the work also 
shares something potentially strong with Mark Rothko's manifestation of the 
transcendental. 
From the modernism's global perspective it becomes possible to state that the 
formalistic vocabulary of Santosh's paintings is as convincingly close to the 
non-gestural abstraction of American art as is the American/western art's 
general historical development in abstraction, which owes a great deal to the 
pre-modem or even pre-historic abstraction of India/Asian art. The argument 
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may gather more validity while authenticating a certain authorship to the reader 
by considering the paradigm shift in the cultural discourse caused by such 
revolutionary stances like the death of author, deconstruction and 
Cosmopolitanism. As Roland Barthes wrote in his seminal essay death of 
Author 'Every work is "eternally written here and now," with each re-reading, 
because the "origin" of meaning lies exclusively in "language itself and its 
impressions on the reader.' 
Also significant is the fact that the stylistic similarities between neo-tantric 
abstraction and, for instance, American Hard-Edge Abstraction, while it lends 
them a certain validation from an international point of view, also posits an 
argument as a trans-national cultural manifest. However, it also anticipates an 
interesting comparative analysis by positioning Santosh's, neo-tantric 
abstraction in the Post-Painterly American art context of late 50s. The term 
coined by the influential American art critic Clement Greenberg was 
antagonistic to gestural abstraction of second-generation Abstract 
Expressionists., which included artists like Jackson Pollock and William de 
Kooning. The Post-Painterly Abstraction, anticipating new trends like Hard-
Edge Painting and Color-Filed Painting, explored the possibilities in the flat 
two-dimensional idiom. Recalling the early modernists like Kasimir Malevich 
and Piet Mondrian they experimented with the abstract forms by means of the 
interrelationship between color and form. Its sharp-edged and monochromatic 
treatment understates the spontaneous overflow of gestural abstraction. 
Similarly Color-field Painting's departure from Abstract Expressionism is 
understood by means of adopting an impersonal approach over the subjective 
in the exploration of the tactile and the optical nature of color. It would not be 
too sweeping a stance to say that Santosh's works are replete with such 
aesthetic concerns. 
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The profoundly complex architectonic geometry and the Titian-like 
meticulously worked out color chemistry is characteristic of his painterly 
process. Painting for him does not seem to be a simple pleasure or a mere play 
of color and lines. Yet it was primarily a means of achieving a profound and 
deep-felt experience of happiness that he believed, like a true tantrika, to be an 
artists' greatest aim. It was not a peripheral or momentary sense-experience but 
a sustainable realization of true bliss. His works are an illuminating and 
celebrate optimism, happiness and tranquility of being an intimate part of the 
Other. They are not illustrations after his erudite knowledge of the traditional 
tantra but illuminations of a cherished experience. The light or translucent 
character of his paintings is another recurrent aesthetic engagement so vividly 
present in the early works like Untitled, 1973/76/79 (pl.20,21 and 22). This 
fluorescent or flame-like affect attained more vibrancy in later works, for 
instance, the explosive or volcano-like flame in the works like Untitled 
(pl.23,24 and 25). But in other works the upward flame resumes a certain calm 
kinaesthetic space of the lotus symbol radiating with solar energy. The lotus 
has been of great symbolic significance in the ancient thought. As Heinrich 
Zimmer writes: "When the divine life substance is about to put forth the 
universe, the cosmic waters grow a thousand-petalled lotus of pure gold radiant 
as the sun. This is the door or gate, the opening or mouth, of the womb of the 
universe. It is the first product of the creative principle, gold in token of its 
mcorruptible nature. 
This flower of the mud becomes a potent metaphor for self-recognition, 
expansion and realization of the great bliss. The thousand-petalled lotus, which 
according to tantra holds the light of thousand suns, alludes to the stage of 
actualizafion in the spiritual process. In the symbolic order of the psychic 
centers of the human body lotus suggests an upward movement of energy in 
successive stages where each petal signifies the blossoming of a quality or 
mental attribute until finally one reaches the acme of spiritual perception 
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symbolized as the thousand-petalled lotus placed above the head."*^  This 
kinesthetic dimension, being a very vital tantric element, plays a significant 
role in Santosh's geometric visualization, which is the main fomialistic 
preoccupation in the works like Untitled, 1990 - crystal yantra, (pl.26), 
Untitled, 1992 - Sahaja, (pl.27), Untitled, 1990 (pi. 28) and also in the earlier 
works like Untitled (pi. 17 and 18). 
From tantra point of view the lotus form is also reminiscent of such abstract 
and subtle concepts like the boundless and infinite relationship between space 
and consciousness. The phenomena of becoming or what the Sufi doctrine calls 
gathering or what tantra describes as contraction of the transcendental space 
outside and the temporal space within. Santosh's works are a visual 
illumination of what Nietzsche meant by a Superman or as how Iqbal's poetic 
philosophy identifies with the concept of Khudi, self-recognition. It is in this 
universal paradigm that Santosh's pictorial language also negotiates some 
universal ontological questions. In a sense, perhaps, Santosh provides an 
optimistic alternative to Sartre's morbid journey towards attaining the age of 
reason. There is no bad faith or black humor to feel self-exiled. On the 
contrary, like the suggestive powers of a simple lotus form, his work is bom 
out of darkness and psychic opacity to raise the seeker from the pitch dark 
ignorance to the radiance or joie de vivre of inner awakening or enlightenment. 
Thus, Santosh shares the perennial eastern thought best formulated by its 
modem day philosophers like Aurobindo and Krishnamurthy. His art finds a 
complimentary echo in their deliberations to transcend the limitations of human 
predicament and evolve into what Aurobindo called a 'Supennind' or what 
Krishnamurthy meant by his concept of Happiness and Liberation. In them, as 
an onlooker can possibly be initiated into, Santosh's work finds a 
complimentary echo. One can possibly draw an amazing similarity between the 
famous public announcement of Krishnamurthy's denouncement of 
theosophical doctrines, on which his philosophical foundational was based, and 
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Santosh in his silent and un-perfomative transcendence of the traditional tantra 
doctrine by foregrounding his individualistic discoveries during the creative 
process. 
Apart from the conceptual density of his formal configurations Santosh was a 
superb colorist. His palette, while recurrently incorporating the assigned colors 
of tantric visual imagery, like, vermilion and black, he also expanded his color 
filed by incorporating the wide spectrum of the nature. He shared his painterly 
virtuosity with the Italian Renaissance masters by showing a great ability to 
handle pigments and create an amazing spectrum where, for instance, the 
perfect harmony of greens and yellows if placed next to crimson and vennilion. 
The rich color scheme, the dramatic tonalities and the complex and the 
kaleidoscopic permutations are considerably departing from the coimnonly 
known tantric imagery and in the process give birth to new yantras and 
mandalas, which bear more significant relevance to the present state of human 
consciousness. Collectively Santosh's work reflects a perennial concept of man 
and creation, Purusha and Prakriti, the sensuous and the supra-sensuous 
allegory of the life-process. Life, which remains to be as incommensurable a 
phenomena now as it was in ancient times finds a fresh aesthetic vision and 
certain sense of contemplative direction or in the midst of egotistic world chaos 
a spiritual way in Santosh's pictorial world. His work does not bury itself in the 
formalistic-indulgence of art-for-arts-sake, rather, as Richard Bartholomew 
observes, his paintings embody a vision of life forms in the deep and sublime 
cosmic space making his aesthetic objective a futuristic aim. These potent 
poetic metaphors are the outcome of a religiously passionate involvement with 
the work process. As one could easily imagine by gazing at his paintings that 
he must have retained a great degree of self-control and discipline, which at 
once bring him shoulder to shoulder with a traditional tantra artist or shilpi-
yogin. At a certain point there is also a possibility to assume, like a 
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deconstructionist, Santosh's position is not so drastically remote from the 
paradigm o f religion without religion'. The element of religiosity, an essential 
ingredient of tantra concerns, becomes a metaphysical or philosophical or at 
best an aesthetic engagement in his works. 
The element of intermingling or interlinking is not confined to the conceptual 
framework where Purusha and Prakriti unite, but this interaction resonates all 
through the pictorial space. For instance, the works like Shakti Pata,1966 
(pi. 16), Siva-Sakti (pl.30), Untitled (pl.31 and 32) are reminiscent of Edward 
Munch's Cry all the forms and lines which give a sense of space or atmosphere 
to the fonn of Cosmic Consciousness, Siva-Sakti, male-female principle is in 
return influencing the over-all aura of the picture plane. The way Munch 
achieved a great affect of a horror-ridden or painful scream by his ingenious 
composition Santosh achieves the ineffable experience of unity and ecstatic 
joy, ananda, by his innovative and inventive use of color, the arrangement of 
geometric motifs, and the calm and calculated compositional architecture. 
From this ethical-spiritual and psychological stance Santosh by means of his 
aesthetic sensibilities invests a happy meaning to art. And unlike, most of the 
western abstract artists, his art forms do not negotiate the nothingness by 
reductionist means, where art is held to be free of meaning, free of associations 
whatsoever. At the same time he is not the maker of idols, or a religious writer 
of sacred scripts, or a tantrika demonstrating rituals; rather he is like a Sufi 
sharing his songs of self-realization. In the same vein his paintings resist 
narrative cohesion in more or less the same way as a Sufi's experience of 
transcendence resists any forni of discursive articulation. For Santosh art's 
main objective is to offer itself as a sustainable means to experience life and 
translate its myriad manifestations as a cosmic reality. The sublime stance of an 
immovable centrality and iconic sublimity; the forms radiating a powerful 
sense of cosmic sound and effulgent light pregnant with a hot-aura contributes 
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his works by infusing it with a hypnotic power. A sensitive beholder, if placed 
in front of his work, is bound to feel a trance-like experience. 
Does the term art really apply to the Tantric visualizations for their specificity 
to symbolize or illustrate religious traditions? The question foregrounded by 
Krishna Chaitanya finds a convincingly viable answer by referring to the art of 
the past. But then, possibly, the more significant question in the neo-tantric 
context would be to negotiate the relevance of religious/spiritual sources in the 
modem world order. However, the debate finds some currency as global 
phenomena of modernism in the undercurrents behind the sudden interest in the 
primitive sensibilities shared by such vanguards as Picasso in the west and the 
'Indigenous wave' which saw a great upsurge in the 60s and 70s in the Indian 
art scene. There is no doubt as regards the non-linear circular evolution of art 
which keeps its shock of the new alive while ceaselessly re-visiting the old. 
Chaitanya, while negotiating the tantric intervention, gives a special portion to 
Santosh among the neo-tantric artists: 
Santosh is well-read in Tantric iconographic lore; inventive 
in forms and a superb colourist...We need to remind ourselves 
constantly that the Tantric design is not art, primarily. It is a 
Yantra, an aniconic, notational form which helps one to keep in 
mind the philosophical concepts or attributes of the ultimate 
powers and processes of the cosmos meditated upon....The 
Saundarya Lahari is a most prestigious Tantric text... The 
eleventh stanza describes the Yantra or Devi or Sakti, "O Supreme 
Power, the angels (nodal points of redemptive significance) of your 
abode become forty-four in number with four wheels of 
auspiciousness, five different wheels of power, nine basic roots of 
nature and three encircling lines encasing sixteen petals." The 
traditional diagram of this has a multiplicity of upright and 
inverted triangles, circles and lobes. It organizes the elements into 
complex design which probably gives real help to the practioner of 
the discipline to remember the attributes which have proliferated. 
But it has lost the experienced validity as aesthetic symbol of the 
simple design of a single upright triangle overlapping a single 
inverted one. This does not bother the Tantric tradition because it 
is not concemed with aesthetic symbolism. But Santosh is, and 
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very much so; and when he elaborates his designs, the too detailed 
structurations can retain their links with meaning only through 
attribution in the manner words in any language come to have 
meanings. 
Chaitanya is right in so far as the aesthetic condition of tantra rituals is 
concerned. But there is seemingly no problem to identify tantra visual imagery 
as art or a tantric as an artist. Indian art has already been witness to a shift in 
paradigm caused by the pedagogic intervention of artist like K G Subramanyan. 
And Baroda school's most significant characteristic lies in this bridging of gaps 
between an artist and an artisan, traditional and the modem, anticipating a 
greater incorporation of what is called 'living traditions'. The paradigmatic 
difference between a traditional tantra art and modem art is best understood in 
terms of the aesthetic condition. As Mukherjee/ Madhu describes: "This 
(tantric) form of expression is not pursued like detached speculation to achieve 
aesthetic delight, but has a deeper meaning. Apart from aesthetic value, its real 
significance lies in its content, the meaning it conveys, the philosophy of life it 
unravels, the world-view it represents. In this sense (for them) art is visual 
metaphysics."'*^ But we also need to understand that for Santosh the intuitive 
insights of tantric cosmograms is significant in its metaphysical sense where he 
is always free to work out new pennutations and configurations, and like a 
tantra art reconstmct an intuitive and philosophical image of a world, which, 
may be, looks more appealing than the so called real and scientifically 
perceived world. 
Chaitanya, however, discovers a convincing configuration in Santosh's series 
based on five elements. The five gross elements like earth, water, fire, air, 
ether or space, called Punchabhutas are as significantly relevant to the present 
natural-order as basic elements as it may have been in ancient thought. These 
five elements, as a gestalt, represent the basic and elementary comprehension 
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of the material world. Traditionally, when the downward triangle (Prakriti or 
the seat of Sakti) and the triangle pointing upward (Prakriti or male principle) 
penetrate each other in the form of a five-pointed star or a pentagon, each of its 
five points represent the five elements - earth (kshiti), water (ap), energy 
(tejas), air (marut), and space (vyoman). And in the process of contemplation, 
when the aspirant brings the five elements of his body into harmonious accord 
with the five constituents of which the energy patter is constructed, he becomes 
'the perfect man' and 'locks the pentagon within him'. ''^  Santosh's 
configurations may not be in strict accord with the precisely defined visual 
delineation, but they evoke a dynamic aura of the Cosmic-union which 
manifests the creation of the objective universe. The Pancha-Mahabhuta series 
Water, 1990 (pl.33) and Earth (pl.34) exude an experience of the sublime 
spectacle; where the primal elements, pregnant with the potent life-fomis, are 
integrated with the dynamic color to create a transcendental geometric order. 
But somewhere the same triangle, which has restricted tantric connotations, 
transcends the given source and is transformed into a dreamy landscape where 
mountains float on the water. By this Santosh always returns to his nostalgic 
trajectory and prefers to enact his pictorial theatre of cosmogonic and psycho-
spiritual improvisations in a personal setting, for instance Ragni (pl.48) 
orchestrates the celebrative synthesis of color-forms and its equivalent sound-
fornis to perform a cosmic symphony in a nostalgic space, the space that is 
reminiscent of the idyllic and the picturesque Valley. 
Stylistically, unlike the Minimalist paradigm of flat unmodulated canvases, so 
radical a presence in the late 50s and 60s American art scene, Santosh, in his 
seemingly flat treatment of pictorial space by replacing lines with color 
modules, treats flatness not as dominant form but as a dormant flatness. 
Sometimes he even activates the pictorial surface with the impasto technique or 
by mixing sand with the color. The vague shadows of human figures 
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metamorphosed into sharp conical, somewhat surreahstic-psychedehc, receding 
into overall design in uniform texture. The dual state of carnal tranquility and 
spiritual dynamism is implicit in works like Shakti Pata, 1966 (pi. 16) or the 
shimmering gold and the volcanic hot aura of Shiva Shakti (pl.30), where the 
whole pictorial space is set aflame in a dreamlike vision of the Ultimate 
Reality. The Solid Mandala, 1984 (pl.35) dwells in the gem-like crystal 
Salagramas or cosmic spheroid, piled one after another like the beads of a 
necklace, they represent the repetition of mantras. These complex structural 
color-forms are traditionally used as supports for concentration. Its three-
dimensionality, while serving as an aid to meditation by concentrating on 
various sensory modalities, such as the repetitive mantras, is also effective to 
evocate or invocate sound forms, like roaring of rolling stone in a river, the 
sound of a waterfall, the humming of bees and so on. Here Santosh has 
produced a visual testament confirming to the tantric aesthetic where every 
visual form or yantra has an equivalent sound form called mantra. The similar 
geometric order and symbolic configuration works in many other paintings of 
Santosh. It is important to state that the element of multiple borders or framing 
is a characteristic Santoshian trade not so significantly present in other 
neotantric artists. The border form at once brings us to the rich pictorial 
heritage of Indian miniatures on the one hand, and on the other hand it plays a 
significant formal and conceptual order in his compositional framework. 
In the concluding analysis it makes a certain sense to refer to a Kashmiri writer, 
one of his close friends, Shantiveer Kaul, whose monograph on Santosh, 
ironically, remains to be the only comprehensive analysis of his neotantric 
body of work. Kaul's erudite and scholastic orientation, however not so 
elaborately followed in his monograph, may provide a certain sense of limit to 
the limitless, incommensurable and ineffable conceptual/aesthetic concerns of 
Santosh. Possibly the best part of his writing lies in his analysis of numerical 
value and its significance in Santosh's work: 
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Kashmir Shaiva philosophy is concerned with the notion of 
number-related geometry and phoneme-related vocalization 
besides the assigning of different values of the colour spectrum to 
various states of being and experience. This is of particular interest 
in trying to understand the evolution of Santosh's art. It is their 
practice of sadhana, however, that is the experimental level of 
understanding. Santosh underwent a fonnal initiation into the 
karma (incremental) way, one of the three sub-schools of Kashmir 
Shaivism and practiced sadhana for many years. His artistic output 
during this time chronicled and, in fact, echoed his continuing 
personal evolution. The geometrically precise and symmetrical 
compositions were seemingly structured in the manner of classical 
mandalas or yantras. Yet they were neither. Alchemy took place 
and the notional was transformed into something powerfully 
immediate and real. Colour was no longer merely an assigned 
value, form not only notational. Here colour was an individually 
felt light and on occasion, sound. Kashmir Shaiva philosophy 
distinguishes between yantra the visual, geometric state and 
mantra - signs or symbols. It is up to the sadhaka (meditator) to 
merge the two creatively. Santosh created his own mantra and his 
own yantra in his poetry and other writings as well as in his art, 
drawing upon the same matrix. 
Kaul's analysis attempts to elucidate the intimate architectonic and structural 
order of Santosh's dense compositions, which is only possible if one has the 
similar privilege to be close to him. Santosh's pictorial space is replete with 
some recurrent compositional devices, like the vertically bisected canvas where 
each image is the reflection of the other. Other similar technical or formal 
characteristics are the scientific precision and exactitude; mirror-reflection and 
graphic symmetry, by means of which he achieves the desired twin mirror 
image. Another very significant and recurrent pictorial device is the invariable 
presence of a multiple border, which suggests a certain disciplinary organic 
order; a dual paradigm to contain the overwhelming, to limit the limitless or to 
define the indefinable. The strategic and mathematical relationship between 
numeral values and their equivalent geometrical configurations, as described by 
Kaul, may not be strictly followed by Santosh but his work is intuitively 
informed by this metaphysical geometric order. 
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The pictorial elements are mostly a circle (numeral value 
of infinity), bindu or point (numeral value of 1), a straight line 
(value 2), a triangle (value 3), a pentagon (value 5), a shatkon 
(hexangle) in the form of two overlapping triangles or a six-
pointed star (value 6) and polygons of higher order. The numeral 
value of these higher polygons is mostly in configuration of 9, 12, 
18, 26 and 36. All these numerals have a special significance in 
Kashmir Shaiva philosophy. Here Param Shiva (ultimate reality) is 
the essential tattva (attribute) of all creation, prakriti (Nature) and 
its thirty-six elements. The numeral 36 inherently represents 
geometry and geometrical forms. Six multiplied by three is 
eighteen, half of thirty-six. Signifying the eighteen formalized 
attributes of Shakti - her arms. Also, six and three are nine - only a 
quarter of thirty-six. This quarter is the nav yoni mandala (nine 
levels of existence). This is represented by the geometrical 
configuration of three triangles. Rectangles and other quadrilaterals 
make an appearance but rarely, while the oval - representing 
hiranyagarbha or the celestial ovum - recurs most fi^equently. 
While these geometric shapes occur in two dimensions, their 
construction and positioning suggest the third dimension. Thus the 
triangle becomes a pyramid, the square a cube and so forth.^ '' 
Among his spasmodic returns to conspicuously or unequivocally figurative 
stance is the later work, strangely with a protruding title 'I am Santosh who 
am I to You', 1993 (pi.58). The interrogative stance, as if clouded with the 
profoundly loaded tantric preoccupation he wants to take off the garb and 
present himself to be recognized without any mediation, brings the self in triad 
forni looking straight into the beholder's eye. The work's compulsive return to 
a conspicuously representational human form in its confrontational djoiamism, 
also, anticipates the urgency to intervene in the public/political space. The 
work also brings alive his interview with Nevile Tuli held in the same year. 
Especially the answer to the last question by Tuli as what is it that he is trying 
to express in his art. Santosh replied: "The concept is same, the image [is] 
different in each work. The colorless through the colour, the fomiless through 
the forni. That we are the same people, human beings. Different in light, 
costume, still the same." 
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1993 is significant in the political context of Kashmir, when, considering his 
aesthetic or artistic concerns made it even more impossible for him to think of 
returning home. The work, while subtly imbued with the tantric symbolism 
makes a potent allegory as a political statement. Even his self-exile, somehow, 
manifests the tantric dualism, where on the one hand he could never outlive his 
deep love for Kashmir and on the other hand he continued to celebrate his 
aesthetic freedom and worldly success. After four years, on 10 March 1997, he 
died in Delhi. 
'So Aham'; I, indeed, am He 
The word was not understood 
Merely heard 
It was heresy', after all 
Mansur uttered it 
Hung on the gibbet 
Had the word got throttled it would be called Neelkanth 
Meera drank the cup of poison 
Sarmad had his head chopped, I knew myself 
That 'Thee' and T are 
Mirrors in conversation 
No doubt the scholarly explorations and philosophical interpretations by 
writers like Mukherjee and Rawson was a great help in delineating the 
metaphysical nature of tantric art. By making a comprehensive analysis of its 
symbols, allegory, ritual practices to transcend time and a renewed 
understanding of the man-universe relationship the study of tantra doctrine has 
now become a significant and unified South Asian cultural heritage. And 
Santosh's contribution lies in his relentlessly passionate aesthetic engagement 
to re-create or re-appropriate one of the greatest and meaningful visual cultures 
of the past. By doing this he not only anticipated a tremendous scope and 
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unlimited possibilities to arrive at a truly and sustainable indigenous 
authenticity in the midst of the intimidating and imperialist influences but also 
as a counter-aesthetic-action to the western abstraction by creating an 
alternative vision of an aesthetic world order. 
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CHAPTER IV 
SECOND GENERATION 
1965-1985 
The late 60s brought in a new dynamism in the Kashmir's modem art scene. 
All India Painters/Sculptors Camp launched by J&K Academy of Art Culture 
and Languages in 1968 transfonned the provincial art atmosphere of the 
Valley, assuming a relatively greater importance from Kashmir's identity as an 
idyllic/picturesque resort to one of the most desired venues for modem Indian 
artists to work and interact with each other. The art camps attracted almost all 
the artists of repute like Bendre, Shanko Chaudhuri, Hussain, Raza, Laxman 
Pai, Swaminathan, Manu Parekh, Tyeb Mehta, Ramachandran, Jatin Das and 
many other important modem artists of India. The works done in these camps 
became a property of the Academy. The Academy is proud to represent as one 
of the richest collection of modem Indian art, comprising of 385 paintings and 
118 sculptures. The Art Camp provided a unique opportunity to the local artists 
to have a firsthand experience of some of the great Indian artists at work. In 
fact the idea of art camps was initiated by G R Santosh with the aim that such 
an initiative will create a great opportunity for the local artists to witness some 
of the best examples of Indian modem art. With the passage of time many 
Kashmiri artists, beside Santosh, were also invited to participate in the camps. 
The other significant feature of the Academy was to create an altemative art 
gallery space for showcasing the works of the local artists. The idea of Annual 
Art exhibitions was launched in 1960 when the first All India Art Exhibition 
was held in the State.' Ever since the Academy is organizing the State level art 
exhibitions and to boost local artists they also incorporated the programs like 
art competitions, subsidy to painters to hold solo or group shows outside the 
State, fellowships and State Academy Awards on the life-time achievements of 
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local artists and children's painting competitions. The Usts of artists who have 
received awards in the Academy's Annual Art Exhibitions are recorded in the 
Academy's printed archives. In 1966 the first recorded award was received by 
Rattan Parimoo for the work called Painting No. 5. ^ 
The other significant development was the establishment of Institute of Music 
and Fine Art in 1965, which offered a systematic training in the two major 
disciplines like visual/plastic arts and the classical Indian music. Initially the 
Institute offered a diploma in its evening hobby class program under the 
supervision of Ram Mohan Sarkar until it was taken over by the local artists 
who were returning with professional degrees from the M S University Baroda. 
Except the oral accounts of some of the senior artists not much information is 
available about Sarkar's teaching methods. Possibly from Agra he may have 
brought with him a relatively refined knowledge of British academic 
naturalism, which may be the possible reason for Mehboob's conspicuously 
figurative body of work, who among the first batch of students showed a life-
long commitment as an artist. In a recent conversation with Gayoor Hassan,^ 
who remains to be the senior most artist still working in Kashmir, we get the 
impression that the nature of so-called Evening Hobby Classes in fine arts was 
rather too provincial to develop any significant practice in the modem art 
idiom. However, as soon as the Baroda trained artists joined as teachers in the 
Institute a comprehensive and organized academic infrastructure was gradually 
developed to impart training in various stylistic and conceptual modes of 
modem art-pactice. It is important to state that the curriculum of these 
Institutions was designed on the pattem of Fine Arts Faculty of M. S. 
University Baroda. In Baroda the major stylistic tendencies that guided the 
studio practice or formed the curriculum followed the traditional conventions 
of European or British art schools; studies after miniatures or murals to leam 
the techniques and stylistic disposition of traditional Indian painting; the visual 
perception of Bauhaus; the atmospheric color or textured surface quality of 
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impressionist/post-impressionist; the emotive and the gestural painterly content 
of expressionism and above all the Cubistic stylization and formalistic 
abstraction. The similar concerns can be traced in the local artists of the Valley 
who studied in the Institute. 
While the first generation of Kashmiri students in Baroda like Triloke Kaul, 
Kishori Kaul and Santosh fluctuate amidst similar stylistic idioms as painters 
but the second generation seems less eclectic and perhaps more focused to 
develop their modernist vocabulary on a single aesthetic principle. The late 
sixties is also significant as the influx of Kashmiri students in the Faculty of 
Baroda showed a continued presence, almost at par, with the onrush of aspiring 
artists from the other regions of the country. After the first batch of students, 
who possibly motivated the others, we get to see a group of students perusing a 
specialization in almost all the given fields of the Faculty. Gayoor Hassan and 
V R Khajuria were studying sculpture and Bhushen Kaul, Abdul Rashid John 
and Shiban Kaw were specializing as painters. They were followed with the 
next generation of students like Surendir Sharaia, Kuldeep Kaul and Veer 
Munshi studying Painting; Krishen Kaw to study in Sculpture; Lalit Gupta and 
Manzoor Rather to specialize in Art History; Avtar Kaul, Zahoor Zargar and 
Ajit Kaul to study Applied Arts.'* In this way Kashmir's participation in the 
academic/professional space of Indian modem art was developing into a full-
fledged mature position to anticipate or instigate a certain movement. Painters, 
sculptors, applied artists and art historians, comprising all the specialists, were 
by principle all that is required to build up an art school. The group was later 
very much instrumental to design and sustain the development of Institute of 
Music and Fine Arts (IMF A) in both the provinces of the state. 
The academic life of Baroda in 50s and 60s was dominated by the dynamic 
pedagogy of artist-teachers like N. S. Bendre, Sankho Chaudhuri and K. G. 
Subramanyan. Like Abanindranath or Nandalal Bose in Santinekatan the artist-
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teacher persona played as much a seminal role in the Baroda art movement as it 
further anticipated a great importance of art institutions as effective platform to 
instigate a modem art movement. Like Santinekatan, Baroda encouraged a 
tradition of practioner-educationist. The tradition was continued by some of the 
most articulate and prolific students of the first generation, like Ratan Parimoo, 
Mahendra Pandey, Raghav Kaneria, Gulammohammed Sheikh, Jyoti Baht, 
Bhupen Khakhar and Nasreen Mohamedi,^ who joined the Faculty of Fine Arts 
as teachers. As Nilima Sheikh describes: 
The routes set by pioneer figures diversified. New 
perspective, the questions of language, then the quest for image 
and for identity set into motion other currents. The forming 
pattems would verge and diverge: the recognition of polyvalence, 
of eclecticism even, allowed for that. The narrative, then, can no 
longer be unilinear.^  
The similar artist-teacher tradition became a defining aspect of IMFA in 
Kashmir. It did not come by way of the first ever batch of students who studied 
in Baroda, like Triloke Kaul and Santosh, who however not as fiill time 
teachers were very much instrumental in the early development of the IMFA, 
but the artists such as Gayoor Hassan, V R Khajuria, Bhushen Kaul and A R 
John, who passed out from Baroda in the early 70s, continued the traditional 
vocation of artist-teacher by joining the IMFA right after their return from 
Baroda. While Gayoor Hassan and Khajuria laid the foundation of the sculpture 
department, Bhushen Kaul and A R John launched training in painting. 
The most prolific among the second generation of Baroda trained students are 
Gayoor Hassan and Bhushen Kaul. Along with Khajuria the foraier remains to 
be among the first Kashmiri modem sculptor while the later is significantly the 
most powerful and productive among the second generation of modem 
painters. Gayoor Hassan's position becomes even more significant for being 
the first Kashmiri Muslim to choose sculptor as a vocation, which was quite 
daring on his part to break the taboos and transcend the prejudice as caused by 
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the historical accounts of Muslim iconoclasts. Implicitly a controversial stance, 
however he rarely used the conspicuously representational mode which, 
perhaps, may have provoked some reaction from the orthodox religious 
sections of the society. Bhushen Kaul, possibly the most refined among the so-
called diaspora artists, has shown a relatively sustained development and 
creates a vocabulary that is aesthetically engaging and conceptually 
meaningful. The other artists who virtually represent the second generation of 
Kashmiri modem artist are A R John, M.A. Mehboob, Shiban Kaw, M K Bhat, 
Bhownesh Raina, A.K.Raina, Gokul Dembi, Rajendar Patwari, Mehraj-u-Din, 
Nazir A Want, K. Khosa and many other lesser known artists. 
Not all the artists mentioned will find a comprehensive discussion for reasons 
as discussed in the introduction. However, a detailed analysis of the three 
artists like Gayoor Hassan, Bhushen Kaul and M. A Mehboob will provide a 
comprehensive understating of the major characteristics of the second 
generation, where Mehboob remains to be the first student who joined the 
Institute during its evening hobby classes and prior to the arrival of Baroda 
trained artists. Moreover, the significance of Hassan and Mehboob, besides 
their sustained engagement and constant participation as artists, is primarily 
based on their special position as having never left the Valley in spite of many 
odds to sustain as artists in turmoil-ridden times. It is assumed that they 
possibly could have achieved a greater professional success if, like most of the 
other artists whether by choice or force, they too had left the Valley and settled 
in some busy metropolis. It is largely due their presence in the Valley that the 
art institute, the only organized platform to safeguard the future of art in the 
Valley, outlived the most dangerous times. On the other hand without a 
considerable mention of Bhushen Kaul, who in spite of the fact joined the 
Jammu Institute in the early 80s and later his pennanent migration in the early 
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90s left no scope for him to return to the Valley, we may lose a very significant 
aspect of post 70s development in the modem art scene of Kashmir. 
GAYQOR HASSAN (1939) 
Gayoor Hassan was bom in Pandrethan, believed to be the old capital of 
Kashmir founded by Great Ashoka, the place that is still inhabited by stone 
carvers who are one of the main suppliers to the constmctions in the Valley. 
Not far from the place exists a rained stmcture of a Hindu temple believed to 
be built by Mem, minister to King Partha who mled Kashmir from 921-931 AD. 
The temple was dedicated to Lord Vishnu and was named Mem Vardhana 
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Swami, which still attracts tourists and archeologists. Except the archeological 
memory of temple sculptures Kashmir hardly saw a sculptor at work ever since 
the fall of Hindu dynasties around fourteenth century A.D. Gayoor has been 
dauntlessly revisiting as an appropriationist or an aesthete, if not like a 
devotional revivalist, one of the glorious traditions of sculptural heritage of 
Kashmir. In one of Keshav Malik's review on Hassan's exhibitions he finds a 
striking co-relative to reflect upon his benign nostalgia of the Valley: 
Hassan's home is in Pandrethan, in the outskirts of Srinagar, at 
the very spot where a black rocky ledge of the hill meets the 
slowly meandering Vitasta. From my earliest childhood I have 
been fascinated by this spot for reasons unknown. The black rocks, 
the calmly flowing water - here perhaps is the meeting of 
opposites; a sort of psychic tension terminating in the flat, 
undulating plains... be that as it may be, that spot has appropriately 
nurtured in the person of this artist, his particular daemon, or rather 
an angel that has whispered to him of the leaves of spring, of 
soothing winds and that songs of the bhand - phather. 
Right after his training in Baroda Gayoor Hassan never looked back, never 
really confronted the so-called artist's block and instead showed an 
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extraordinary output as an artist. From the very beginning of his career he 
managed the two apparently contrary vocations of being a teacher and an artist 
in a way that the one position comphmented the other. Since 1972, besides a 
regular participation in the Kashmir Academy's exhibitions, he has been 
actively showing works in Delhi and Bombay, the two most happening art 
centers of the times. In 1974 he was one of the artists chosen by National Lalit 
Kala Academy to represent the Indian Contemporary Art of Exhibition held in 
Germany and France. In 2001 his work was selected in the Trieimial India 
International in New Delhi. In 2002 he participated in the Indian Festival 
Avatya, Duisburg, Discoldorf, Berlin, Koln & Bonn at Germany. In the same 
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year he participated in the 10 Asian Art Biennial, Bangladesh. During his 
forty year career he has been honored with various awards and numerous 
prizes. In 1970 Gayoor graduated in sculpture from M.S. University Baroda 
under the supervision of Shanko Chaudhuri whose influence he always claimed 
as a matter of pride. Rejoined the sculpture department of Institute of Music & 
Fine Arts Srinagar in the same year. He retired as Principal and Dean of the 
faculty Kashmir University in 1998. At present in his late seventies Gayoor 
Hassan does not seem to be intimated by the hardness of the stone or the labor 
of a sculpting. 
Gayoor Hassan's contribution to the modem art in Kashmir is considerably 
significant both as an academician and artist. He has played a key role as a 
founder in the development of Institute of Music and Fine Art. He took the 
charge as principal when the Valley was witnessing the worst period of 
violence. It is difficuh to imagine a functional Fine Art college in the midst of 
insurgency, which even included a section of religious extremists who could 
have easily vandalized the Institute. And due to the migration of Kashmiri 
Hindus the artist community also suffered a great loss as some of its very 
important artists and scholars were forced into exile. However, Gayoor was 
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enthused to keep on seeking any kind of aids from government or politically 
influential persons for the development of Institute. His unflinching 
commitment, energetic initiatives and untiring patronage kept the art college 
ahve. 
It is important to state that among the second generation artists of Kashmir 
Gayoor Hassan's prolificacy as an artist and dedication as a teacher is 
incomparable. He never allowed his teaching to hamper his artistic productivity 
and like his artist-teachers in Baroda he taught by means of sharing his skills 
and imparting his aesthetic experience to his students. With the result he was 
quite successful to produce some of the important artists, notably the future 
sculptors like Rajinder Tiku and Shabir Mirza, who occupy the last chapter of 
the present study. 
As an artist Gayoor's major preoccupation has been to develop a visual 
imagery of such universal concerns like peace, meditation or tranquility. The 
aesthetic concerns that were soon to assume a prophetic stance in the wake of 
the turmoil that gripped the valley for the next two decades. It is important to 
remember that Hassan's early development was groomed in the seventies when 
Santosh dominated as one of the most influential artists of the Valley. It was 
necessary for every aspiring artist to seek direct or indirect association with 
Santosh. In this regard Hassan draws his basic inspiration from Santosh's 
aesthetic concerns; however, while Santosh sought his sources from the Tantric 
philosophy of Purusha-Prakriti duality/unity, Hassan aligned more towards the 
Buddhist concept of Sadhna. Moreover, they also differ considerably as far as 
the authenticity of the sources are concerned. For Santosh the Tantra was not 
merely an aesthetic intervention, as he dwelled in its deeper spiritual layers. On 
the contrary Hassan's preoccupation with Sadhna was not the result of a certain 
devotional incident. Unlike Santosh's erudite and experiential involvement 
Hassan was simply, and perhaps objectively, looking for an archetypal visual 
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metaphor to evoke an aura of tranquility and meditation. However, the other 
perennial visual connotations of Tantra like centralization, min^ or images, 
iconic frontality and the mantra-yantra formal element are shared as a common 
aesthetic paradigm by both the artists, which hypothetically justifies the post-
Santosh position of Gayoor Hassan. 
Prior to his study in Baroda, Hassan showed a certain involvement in various 
painterly skill-oriented activities like stage designing, commercial portrait 
painter and other mostly commissioned assignments. Like Santosh, Gayoor's 
early means of earning was largely dependent on his skill as a comjnercial 
painter or a designer. He has also been associated with some film projects as a 
costume designer. Strange as it may appear, Gayoor never showed any talent 
for sculpture until he joined the Faculty of Fine Arts in Baroda. When asked 
about the possible reason as why did he choose sculpture for his specialization 
in Baroda he mentions his encounter with Santosh that was to define his artistic 
career. It was basically on Santosh's recommendation, who believed that a 
proper groommg of the newly set art institution in the Valley required at least 
one artist from each discipline, that Gayoor was motivated to study sculpture in 
Baroda under the supervision of Shanko Chaudhuri. 
Although trained as a sculptor Gayoor Hassan has shown a similar if not equal 
proficiency and prolificacy as a painter. The vocation that possibly was his first 
choice but considering the awe-inspiring presence of Santosh he could not 
ignore his suggestion. Basically identified as a sculptor but he never departed 
from showing the similar rigor as a painter. It is interesting to notice that while 
his sculptures reveal an abstract tendency he has adopted more of a 
representational or figurative idiom in his paintings. The visual permutations of 
Sadhana are in fact more rigorously articulated in his paintings, which make 
visually engaging illustrations of various mudras and their symbolic 
associations. Sadhana is a Sanskrit word meaning realization. The concept is 
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associated with the Hindu and Buddhist Tantrism where sadhana is a spiritual 
exercise by which the practitioner evokes a divinity, identifying and absorbing 
it into himself. Sadhana involves the body in mudras (sacred gestures), the 
voice in mantras (sacred utterances), and the mind in the vivid inner 
visualization of sacred designs and the figures of divinities.^ The recurrent 
presence of mudras, unlike Santosh, is delineated in a figurative 
representational mode in the paintings of Hussain. But his sculptures, on the 
contrary, share a somewhat similar attitude with Santosh for its quasi-abstract 
vocabulary. 
Hassan's aesthetic intervention to incorporate the Buddhist philosophical 
connotations of Sadhana and meditation anticipated a therapeutic or cathartic 
ambition. As described by Aruna Bhowmick: 
According to Buddhist philosophy we are intertwined 
within and without by the tangles of desire, and the only way by 
which these may be loosened is the practice of the right sila 
(discipline), samadhi (concentration) and panna (wisdom).^//^ 
implies desisting from all actions prompted by sad desires, thereby 
removing the inrush of dangers and disturbances. Therefore the 
process of chastening must begin with sila, after which one should 
move towards Samadhi, whereby control over desire is achieved. 
Last would come the attainment o{panna, the final smoothening of 
the senses through the acquirement of wisdom. Hassan's sculptural 
ability is a result of successfully passing through this process of 
untangling. The sculptures are an embodiment of untrammeled 
peace...It is as if these weathered pieces of stone have rested on 
the macrocosm with eons of peace contained within them. Neither 
artificial nor contrived, they are a metaphor of nature as a moulder 
of sensibilities. 
At the same time it would be an understatement to presume that Gayoor's 
artistic preoccupation was confined to the dictates of the traditional Buddhist 
Tantric doctrines. According to Gayoor, as he talks about his artistic concerns 
in various conversations, his initial focus after he left Baroda was to base his 
work on rasa theory of the ancient treatise on the perfonning arts of Natya 
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Shastra, especially in the light of Abhinavagupta's rigorously comprehensive 
artistic analysis. Rasa as aesthetic emotion or imitations of emotions that the 
actors perfonn ranging from such universal human attributes as love, pity, 
anger, disgust, heroism, awe, terror and comedy. It is traditionally held that the 
Natya Shastra was written by Bharata Mani during the period 200 BC and 200 
AD. Bharata Muni enunciated the eight Rasas, which later was supplemented 
with the ninth rasa called Santam rasa, an aesthetic emotion for peace or 
tranquility. It is this ninth rasa, which is held to be a contribution of 
Abhinavagupta, that Gayoor draws his basic inspiration for the Sadhna series 
both in his sculpture and painting. It is interesting to notice that in the 
elaborate, extensive and a long tradition of Natya Shastra Gayoor sought his 
aesthetic source from the philosophical intervention of a Kashmiri 
philosopher/aesthetician Abhinavagupta, which is suggestive of a certain 
historical link with his indigenous heritage of the past. 
Unlike the seemingly devotional or scholastic rigor of Santosh's artistic 
involvement, Hassan reflects a light-hearted engagement with the ancient or the 
traditional philosophical sources to address the universal or ontological human 
concerns. His special preoccupation with the santam rasa among the nou-
rasa's of the classical Indian aesthetics his works bear the testimony of 
politically difficult times of Kashmir. At the same time his aesthetic 
preoccupation with the formalistic vocabulary anticipates a certain art-
historical link with some of the pioneers of modem abstract sculptors like 
Henry Moore, Hans Arp or Brancusi, in the west and of course his teacher/guru 
Shanko Chaudhuri. The formal dynamics of the three dimensional language 
and the deft methods of execution to treat organic mediums like stone, wood or 
metals is suggestive of an aesthetic stance, which devoid of the loaded 
associations, is at the same time an artistic evidence of pleasure and play: the 
essential ingredients of any art from. In this regard Hassan shares the fonnal 
171 
adventures of sculptors like Henry Moore, Brancusi and Hans Arp who 
primarily dwelled in the materialistic or the physical quality of a form. The 
characteristic Sadhna mudras for its meditative stance and the fact its basic 
inspiration can be traced back to the ancient doctrines can draw some striking 
similarities with Moor's recurrent theme of the reclining female form for its 
explicit reference to the ancient Toltec-Maya figures. The smooth and highly 
polished contours of Arp's sculptures and the drift stones of Hussain are 
reflective of a certain similarity in the sculptural treatment to the material and 
the from. And more characteristically the hedonistic paradigm of Brancusi's 
sculptures particularly the ethereal Bird in Space, an element which finds a 
recurrent and somewhat supplementary role in Hassan's later works of 90s. 
However, unlike the space and balance dynamism of Brancusi's bird, the 
ubiquitous bird figure in Hussain's' works evokes a friendly presence which 
may also share the poetic and metaphorical element of Swaminathan. 
Hassan's training in Baroda under the guidance of Shanko Chaudhuri is 
reminiscent of the traditional atmosphere of guru-shishya (teacher-disciple) 
relationship. Being a student of Ram Kinkar Baij in Santinekatan Shanko 
Chaudheri's started off as a portraitist and simultaneously made several 
monumental sculptures. But by late 50s he moved on to incorporate the 
prevailing modernist idioms. His special interest in formal design brought him 
close to the constructivist experimentation with industrial materials and the 
kinetic quality of a work. But above all it is his recurrent use of an elusive 
female form or a flower or bird or shell" that somehow was transmitted in 
Hassan's work during the process of teaching. We find a similar stylisfic 
preoccupation with the quasi-abstract treatment to the figure, the bird form and 
the found pebbles or drift-woods/stone in place of a shell. The formalistic 
vocabulary of Shanko surfaces throughout Hussain's body of work. But from 
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the conceptual point of view Hussain's work is marked with a considerably 
significant difference from his guru he still admires. 
The element of Sadhana was essentially a conceptual framework to build his 
formalistic vocabulary of sculptures. When Gayoor says that his dedication lies 
in manifesting tranquility in his works, he is not much away from the truth. The 
stone has enough strength to retain what one instills in it, immune to the pranks 
of time. The silent suggestive gestures of Sadhna, 1982, 1984 and 1995 (pi. 1,2 
and 3) reveal a recurrent use of a stylized face set at a ninety degree verticality 
either supported by a horizontal sitting posture or without a supporting body. 
The characteristic meditative posture in the Sadhana, 1982 alludes to the 
classical yoga posture or Buddha's meditative stance. While the first few 
Sadhna sculptures are quite similar but the later Sadhna of 1995 is marked with 
a different and a new mudra of hand as ashirwad, from which the most 
convenient English equivalent would be blessing. On the other hand the two 
highly rendered acrylic paintings of 1986 titled Sadhna, (pl.4 and 5), although 
implicitly informed by the tantric imagery as revitalized by Santosh, appear 
more surreal and less abstract than his sculptural representation of the similar 
theme. Hassan has found a conspicuously provincial setting of Dal Lake to 
enact the cosmic drama of notational gestures or mudras. 
His sculptures are composed of pure abstract forms and stylized identifiable 
elements. The most striking feature of Hassan's work is the way he executes 
scale. The tantric microcosmic and the macrocosmic concept finds an actual 
manifestation in his use of proportionately huge stone and tiny pebbles. The 
tiny little bird or a nightingale feels at home with the other relatively bigger 
forms is either eagerly anticipating news of peace or just appeared to sing a 
song of happy tidings. 
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It is possible to imagine that the presence of this otherwise a traditional concept 
was as significance to Hassan as what the concept of horizontality, the most 
engaging element of nature, meant for the minimalist sculptor Carle Andre. His 
sculptures transcend the defined ritualistic stance of traditional sadhana by 
incorporating the immediate and the universal. Thus his work from 90s 
onwards addresses, in certain simultaneity, both the contrary paradigms of 
aesthetic delight and dark outlook of political concerns. A strange duality exits 
in the sculpture Folk Singers, 1999 (pl.H), which apparently dwells in a 
celebrative mode of a group song but as we gaze on the work it gradually 
alludes to evoke the memory of veiling women or crying children or the 
general pangs of the victims of turmoil. When asked about the seemingly 
contradictory nature of similar works Hassan's reply would confimi that it is 
practically impossible for any self-conscious artist to avoid the influence of the 
present crisis in the Valley. A certain subconscious mind is inevitably surfacing 
and thus affecting the work no matter what vocabulary or stylistic approach one 
may indulge into. 
Hassan's early optimism is confronted with a challenge where he is sometimes 
seen deliberately addressing it or stubbornly resisting it. However, it is the 
somewhat self-imposed nostalgia or the retreat into the hypothetical paradise 
whose anecdotes still resonate in the artistic persona of Hassan that he wants to 
hang on to. As Shuja Sultan, the painter who has been also engaging himself 
as a writer describes: "Sadhna, or meditation, therefore, has remained his 
favorite subject and, accordingly to him, meditation alone can retrieve mankind 
from crises. This becomes more relevant in today's circumstances, as he hopes 
spirituality will draw humans away from violence." 
In the similar vein Keshav Malik writes in a catalogue: 
Behind the calm stance is not an escapist building a make-
believe paradise - some stone castle in the air. Art here is no mere 
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intellectual amusement, nor status-conferring sophistication, but a 
deeply meditated response to the pandemonium of the world that 
whirls and shrieks around us. The artist's work is the counterpoint 
to the suicidal ethos. What else can an artist do but that? He cannot 
merely make self-important, attention-seeking gestures.'^  
Hassan's early sculptures were largely done in wood and stone. In 1972 his 
first show of sculptures in Bombay and Delhi proved to be quite encouraging 
as it was well-received by the concerned audience. But in his later works he 
makes a distinctively personal use of found pebbles, industrial materials and 
drift wood. Sometimes used as a supplement to a sculpted stone, preferably in 
white or black marble, the whole arrangement is executed in a way that 
anticipates a certain narrative quality and atmospheric aura as seen in the 
conceptual installation art. This quality of evoking a certain interactive 
atmosphere is evident in the black marble and pebble series, for instance the 
works done in 1998 like Love and Solace, Heir of Heirless and Return to 
Motherland (pi.12,13 and 14). Heir of the Heirless is a destitute family of 
small pebbles of varying size and colour and a big disc-like sculpted black 
marble. The black strips carved asymmetrically around the stone counteract the 
black and white perforation and the harmony is recaptured by the haphazardly 
scattered light hued pebbles placed in such a way that makes the big stone act 
like a hen brooding the smaller pebbles. It is interesting to notice that unlike 
Brancusi's group of walking men, for their existential sense of self-indulgence, 
aloofness and solitude, Hussain's group of little metaphorical beings exude a 
sense of togetherness, interpersonal union and the traditional practice of living 
as a nuclear family. The similar idea of incorporating space or a certain 
happening exchange and the assemblage mode of the sculpture where each 
free-standing object can always be redesigned in different variables is more 
rigorously executed in the later works such as Untitled (pi. 17) and 
Introspective Echo, 2007 pi. 18). 
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Hassan's sense of sculptural execution is not confided to any single signature 
formal structure. They share the horizontality of Moore's reclining figures and 
Shanko Chaudheri's or Brancusi's vertical thrust. The works like Bliss, 2002 
(pi. 19) or the works done between 1996 to 1999 on a series called Who Will 
Bell The Man (pi.6,7,8,9 and 10) adapt the classical stance of pedestal and 
verticality. The work called Bliss dwells in the formal play of texture, the 
grained stained wood, the inward and the outward thrust movements, the 
complimentary gestures between the grained wood and the polished marble or 
granite and the way a little white bird exudes a sense of warmth. The recurrent 
presence of bird figure has a symbolic significance as a local metaphor for 
happy tidings as well as a poetic metaphor for heart-warming music. This 
preoccupation with sound forms, reminiscent of the tantric mantras, is another 
significant conceptual element Hassan frequently incorporated in his works. 
For instance the conspicuously identifiable bell form in the wood and metal 
sculptures Who Will Bell the Man is explicitly referential. But while the work 
Bliss is self-evidently intoned to the basic conceptual paradigm of Hassan's 
optimistic rendering to evoke an affect of tranquility or Santa rasa, the work 
Who Will Bell the Man reflects a certain irony associated with the fact that man 
alone is the creator and the victim of conflict. The series is at best an allegorical 
satire on the human predicament in the post 90s Valley fraught with political 
unrest, uncertainty and human loss. 
The birds make an even more expressive presence in the work called Jaltarang, 
2002. This according to Hassan is an artistic manifestation of silent music. 
Close to the tantric concept of mantra he describes his forms as potential 
equivalents to music, especially the music evoked by the mere sight of musical 
instruments specifically used for ritualistic or meditational purposes, a temple 
bell or a copper plate used by Muslims to beat for the opening and closing of 
fast in the month of fasting. The spherical marble is sliced and carved in the 
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middle to make hollows resembling human heads, and near each head birds 
sing in the ear to make a chorus for the two main singers brooding in the same 
way as in Heir of Heirless. 
Gayoor's relief works is a departure from both sculpture and painting, a kind of 
Buddhist middle path to synthesize both the apparendy contrary approaches of 
two-dimensional and three-dimensional visual vocabulary. Where the reliefs 
like Who Will Bell The Man, and Charm, both done in 1997 (pl.20 and 21) 
the formal structure of painting guides the transition from two to three 
dimensionality the other works like Jevan Chakra, 1997 (pl.22) and Shristi, 
1997 (pl.23) are surprisingly informed with the seminal attributes of tantric 
concept of sexual union and fertility. The concept of Shristi, creation, alludes to 
the union of Prakriti and Purusha to begin the cosmic process of creation. 
Similarly Chakras play a very significant role to functions as conscious centre 
in different locations of the subtle body. In Jevan Chakra or Wheel of life, the 
concept of Chakra is essentially a rotating wheel with a centre and a 
circumference, Hassan has been quite effective in his three-dimensional 
appropriation of the traditional two-dimensional tantric imagery. From a certain 
perspective they also appear like a sudden metamorphosis of Santosh's virtual 
rendering of the third dimension into an actual reality. In this way Hassan 
maintains that he has not really outlived the significance of his early aesthetic 
inclination to the Buddhist/tantric concepts. From pure aesthetic perspective the 
work reflects a deft synchronization of various materials like paper board, 
cloth, threads, metal nails, wood and oil and acrylic paints. The medley of 
different materials and a process echoing the traditional paper mache technique 
the work evokes a mystic aura of old Sufi shrines for its subdued color and 
abstract arabesque-like patterns. The similar technical process finds an 
exhaustive exploration in the works of his younger contemporary Masood 
Hussain, which will be discussed in the next chapter. 
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Gayoor Hassan enjoys a distinguished position of being a multidimensional 
genius of the Valley. The four long decades of untiring and relentless 
engagement as an artist has seen an extraordinary artistic prolificacy and 
experimentation in the body of Hussain's work. Recognized as a sculptor, 
designer, painter and calligraphist his large body of work can be divided on 
these three major formal vocabularies. But his conceptual framework remains 
more or less constant. His first two major aesthefic engagements, as discussed, 
were as a sculptor and a painter. His third aesthetic stance is evident in his 
calligraphic sculptures, which he would often switchover to, almost in the same 
spasmodic manner as from sculpture to painting. The stone sculpture called 
Allah, 1985 (pl.24) reflects a conveniently convincing articulation of Islamic 
concepts and the abstract execution. The most striking thing about the work lies 
in its aesthetic statement to subvert the traditional taboos associated with the 
sungtrash (which is actually composed of two different words sung and trash 
for which the nearest possible English equivalent would be 'stone' and 
'sculptor' in other words a stone-sculptor). For someone not familiar with the 
Arabic script would for sure take it for some Hindu deity image made for 
worship. This subversive stance, however not so efficiently as the stone 
sculpture, also occupies the other metallic maket sculptures (pi. 25, 26, 27 and 
28). 
In the recent years he has been rigorously experimenting with various materials 
and mediums. His series on the Vaaks of Lad Ded and Shruks of Nun Rishi, the 
two iconic figures of Kashmir's mystical heritage, incorporates text as a potent 
element in the drawing oriented paintings paying homage to the saint-poets. 
The work is still in progress and Hassan believes that it anticipates a shift in 
paradigm in his artisfic evolution. 
These works are like a philosophy transcending religious 
boundaries, permeated by an all-enduring peace, and the oneness 
of god. The aesthetic purity and sheer strength of visual truth, 
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together with the spiritual and emotional content, render the works 
of Hassan almost reverential. In his own way then, he is a master 
of abstraction, line and form, containing a universe within the orbit 
of his polished pebbles and boulders.'"* 
Gayoor Hassan's statement authenticates the above the inferences: 
The current spiritual crisis has globally been recognized. 
There is an air of dissatisfaction and unrest. I believe only artists 
can truly spread the message of love and universal brotherhood, as 
it has been universally accepted that the libido derived out of 
looking at an object of art is no less than spiritual experience. I am 
sure this kind of an effort will go a long way in bringing about an 
atmosphere of love and tranquility which is so badly needed in 
present day society."'^  
Gayoor's relentless efforts to build up the artistic atmosphere and the essential 
infrastructure of Institute of Music and Fine Arts during the most difficult times 
is a remarkable contribution. Neither his artistic prolificacy nor his educational 
ventures to impart the best of his experience to his students was deterred by the 
bleak years of militancy. Hassan is very proud of his students where some of 
them are doing fairly good in their professional lives. 
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MOHAMMAD ABDULLAH MEHBOOB (1943) 
Mohammad Abdullah Mehboob completed his five years diploma in painting 
from IMFA in 1971, roughly in the same year when Gayoor Hassan and 
Bhushen Kaul were returning from Baroda to join the Institute as art teachers. 
Before joining the Institute Mehboob was perusing a certificate course in 
painting and decoration at the Industrial Training Institute (ITI), an offshoot of 
Amar Singh Technical Institute once it was burnt down in an accidental fire. 
The ITI was presumably providing a skilled knowledge about various Industrial 
crafts like metal finishing and advanced draughtsmanship. Seeing his natural 
talent for design and graphic manipulation Mehboob was later sent to Delhi for 
a similar training under the Indo-Gemian scheme. He recoils that he never 
identified with these vocational courses and rather always wanted to engage 
with the vocation of a modem painter. However, his one year stay in Delhi had 
a lasting impact on his work, which he utilized by visiting some of the 
important galleries of modem Indian art. Mehboob often recounts his 
association with Dr. Anis Farooqi, the then director of National Gallery of 
Modem Art New Delhi, who was a very influential person in the Indian art 
scene. Delhi in 60s was a most happening place for any aspiring artist which 
offered an overwhelming and enlightening experience. Besides the 
governmental infrastmctures like Lalit Kala and National Gallery of Modem 
Art the emergence of new private galleries were offering an opportunity to 
view the original works of some of the established and emerging modem artist 
of India as well as from outside. 
It becomes evident that when Mehboob joined the newly founded IMFA as one 
of its first batch of students he already had acquired a firsthand experience of 
the modern Indian art. The other equally important factors are that by mid 60s 
Santosh had already started his Neotantric paintings. Besides his artistic 
engagements Santosh was actively involved with the Cultural Academy during 
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its early stage. Enriching it with such remarkable initiatives like Art Camps, 
from the late 60s to 80s Kashmir's cultural space is marked with a relatively 
great upsurge in modem art activities. The active presence of experienced and 
influential artists like Santosh, Triloke Kaul, P N Kachru, S N Butt, Nisar Aziz, 
and the freshly trained younger generation of artists like Gayoor Hassan and, 
Bhushen Kaul was generating a great enthusiasm in the sphere of modem art. 
The period is often described as the most happening cultural moment in the 
history of modem Kashmir. 
Not much comprehensive information is available about the nature of the art 
Institute during its early phase and its so-called evening hobby course in 
painting. Mehboob in his various accounts talks about his teacher Prof R M 
Sircar during his training at IMFA in the mid 60s: "Prof Sircar had a very 
particular style of his own. During my studies he was usually seen employing 
Impasto technique like Cubists. In one of his paintings titled 'Broken Moon' he 
pasted pieces of broken glass on a canvas, which suddenly appeared like magic 
figures resembling a head, a forehead or a hand."'^ Except the single entry of R 
M Sircar's painting titled I Have seen "Thy" among the list of Awardees of an 
art exhibition held in 1966,''' which is pubhshed in the Handbook of J&K 
Academy, there is virtually no other record available in any form. 
Similarly there are no records of Mehboob's early works, which presumably 
were all burnt in a mishap that set his house on fire in the early 70s. According 
to Mehboob somewhere around three hundred works were consumed by the 
fire, which also finds some mention in the local newspapers of the times. 
However, from his various accounts referring to his early works it is possible to 
assume that he too shared some of the stylistic idioms of modem art common 
to most of the first generation artists of Kashmir. There are references to his 
early preoccupation with the Cubistic-Expressionist stylization of landscape 
motifs and thus a certain aesthetic link with artists like S N Butt, Nisar Aziz 
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and Santosh's early exprements in the figurative mode. The only surviving 
artistic evidences are a few black and white photographs of the works done in 
1960 (pl.29,30 and 31), reveal quite discemable influences of Cubistic-
Expressionist approach employed by his senior artists like Butt, Triloke Kaul, 
Santosh and the general aesthetic tendencies of Progressives like Souza and 
Raza. 
In the last three decades Mehboob has shown a sustained rigor as a painter and 
has produced a considerable body of work. But unlike Santosh or even Triloke 
Kaul, Gayoor Hassan he did not enjoy much recognition in the larger space of 
modem Indian art scene. Largely because of his shy and undiplomatic nature 
he could not sell his artistic significance outside Kashmir. But in Kashmir he 
enjoys a relatively far greater local popularity than any living artist. Ever since 
a student in IMFA he has been actively participating in the J&K Cultural 
Academy annual exhibitions and was also awarded many a times. Besides 
participating in the Art Camps of Kashmir along with some of the noted 
modem artists of India he has been also representing as an artist in the various 
initiatives of the Academy to organize the exhibitions of local artists in 
different parts of the country. 
A newspaper review of 1971 refers to one of the significant initiatives of J &K 
Cultural Academy to organize a travelling exhibition of the five selected artists 
of the Valley, which included Mehboob along with P N Kachm, Triloke Kaul, 
M K Bhat and A K Raina.'^  Starting from Srinagar the next two venues for the 
exhibition were Delhi and Bombay. We get some idea about Mehboob's early 
stylistic or aesthetic preoccupation from the review of the exhibition held at the 
famous Gallery Oasis in Mumbai, which is published in Times of India 
Newspaper: "Less known but promising, Mehboob, though obsessed with 
Shikaras and Doongas, is more confident. His bold and forceful lines, his sense 
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of division of space, his triangular shapes arranged in complicated but 
attractive designs, his soft and restrained brush offer intense visual delight." ~^ 
The motifs like Shikara and Doonga, the typical Kashmiri boats may have been 
informed by the early works of Santosh like Boat Women in Kashmir, 1958. 
The most characteristic moment in Mehboob's career is the time he spent in 
Delhi in mid-sixties. During this time the encounters with various modem art 
idioms in vogue gradually shaped his individual aesthetic vocabulary. But the 
encounter that had a most discerning and lasting impact on Mehboob's work 
was the exhibition of M F Hussain's paintings that he witnessed in Dhoomimal 
art gallery in Delhi. The fascination for Hussain, which lasts throughout his 
career, was caused by a certain discovery of a profoundly surprising similarity 
between his work called Play and Hussain's painting titled as Three Horses. 
The horse is as much a recurrent motif in Hussain's works as it dominates the 
expressionist figurative thematic concerns of Mehboob. In an infonnal 
conversation Mehboob recounts: 
Since my childhood I had a strange fascination for horses. 
Not that I wanted to ride one, it was the aesthetic quality, the grace 
and the sense of power it exudes that captivated me. I would spend 
hours watching horses and not only the living ones but also any 
image of a horse would bring a sense of joy to me. For example, 
the image of Buraq or the Pastonjee's White Wooden Horse 
installed at Residency Road in the heart of the city at Lai Chowk. 
Whenever I would pass from there, which I often did because that 
was the road from the art Institute to my house in the old city, I 
would make sure that I do some sketching or simply watch it for a 
good while. Yes this fascination was transformed into an obsession 
when I discovered Hussain's painting called Three Horses 
displayed at one of the art gallery in Delhi." 
The photographic evidence of the untitled impasto painting of early 60s (pi.32) 
validates his well defined preoccupation with the horse motif The five horses 
reveal his deft execution of compositional balance, the asymmetrical harmony 
and the complimentary sense of movement. The rugged outlook of the impasto-
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oriented expressionist treatment and the bluntly bold lines evoke a certain 
aesthetic link with Hussain's expressionist-cubist vocabulary. 
Beyond the concerns of his stylistic preoccupations and artistic career 
Mehboob became a living metaphor for his profoundly intense involvement 
and deep convictions as a modem painter of the Valley. The artistic persona, 
reminiscent of the unacknowledged heroes like Van Gough or Gauguin in the 
west or Amrita Sher Gil in India, often transcends the aesthetic production or 
artistic contribution of Mehboob in the material sense of the term. He never 
ceased from revealing an implicit sense of self-romanticized artist in his self-
imposed solitude. His complacent look has a potential to frighten his friends to 
discover in him the madness which can drive him to sacrifice anything for the 
sake of art. Mehboob never really bothered about fame or recognition. From a 
middle class family in the busy old city of Srinagar, close to the famous Jamia 
Masjid, his little studio in the wooden house was ever- constricting by the ever-
growing collection of relatively large sized canvases piled up next to the walls. 
Yet a strange order exudes a strong sense of freedom and spaciousness in his 
studio. His colleagues, friends and students know him as a disciplined person 
who rarely showed off as an artist drenched in colors. 
Like Picasso he maintained a disciplined solitude while working, possibly 
reluctant to share with the other. In the absence of any visitor, which he was 
normally always surrounded by, he would lock his studio and as if possessed 
with some vicarious emotion he would spill-out the revelation. He rarely left 
any clue of his painterly process as everything in the studio was back to the 
previous order. The similar order-chaos duality is manifested in his paintings. 
Like the first generation artists Mehboob's early development is also marked 
with experimentation with landscape motifs, like Shikara, Doonga and houses. 
But unlike most of them he preferred a discernibly figurative mode over an 
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abstractionist vocabulary. Infused with a certain narrative quality Mehboob's 
aesthetic stance is marked with a considerable difference from the general 
abstractionist tendencies shared by most of the first generation artists. The most 
significant influence, which Mehboob always confirms without hurting his 
artistic ego, is conspicuously the aesthetic vocabulary of M F Hussain. Among 
the artist-friends of Hussain in Kashmir Mehboob was one of them. His photo-
album reveals various occasions when he met Hussain during his visits in the 
Valley. More than the artistic link, Mehboob defined his relationship with 
Hussain as no less than spiritual, referring to the Delhi incident where he had 
his first encounter with Hussain's work and where he discovered the 
miraculous similarity between his and Hussain's painting. However, there is no 
record of this painting as it was sold out in Academy organized exhibition in 
Delhi. 
The charismatic image of Hussain was as much of an inevitable influence to 
the aspiring artists of India as perhaps Picasso has been in the West. 
Stylistically his major characteristics are an ingenious juxtaposition of varied 
traditional and modem art idioms. Most particularly the rich bright color palette 
of Jamini Roy and Amrita Sher Gil, the vibrancy of Rajput painting, the 
gestural quality of German Expressionism and the Cubistic manner of 
distorting the figure. The sheer simplicity and monumentality of Hussain's 
images achieved through bold lines, bright resonating colors and heavy brush-
work^^ anticipating a stylistic rigor often described as Hussain-esque. This 
characteristic was adopted by many of his younger contemporaries and the 
generations of artists that followed. Ratan Parimo describes: 
His synthesis of diverse sources starting with folk-art 
drawing and bright colors which were then handled like French 
Fauvists, the Indian line treated like Matisse, allowing the line to 
predominate while bringing it in right harmony with color, in the 
case of color applied in vertical planes which is a Cubistic 
principle as well as a feature from Indian miniatures. His figures 
were, to begin with, linear and mannered according to folk 
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prototypes but gradually took on the heaviness of the traditional 
Indian sculptures and even its occasional sensuality. At times, the 
outline of the figure v^ a^s broken up unto planes which extended 
into space around it. Similarly color was made to spread beyond 
the boundaries of the outline to create tension between volume and 
space, between line and color. Hussain's pictorial devices have 
been vast and varied and comparison with Picasso is befitting. ^^  
The similar spatial tension between the bold lines and broad color patches and 
the characteristically cubistic manner of distorting the figure dominate the 
pictorial articulation of Mehboob's paintings. Among the early paintings done 
in the early seventies like Daughter of Autumn (pl.33) or Hunger (pl.34) both 
painted in 1974, reveal the emotive and gestural pictorial devices of 
Expressionism while implicitly reminiscent of Progressives like Souza and 
early Raza. But the painting titled Life, 1976 (pl.35) reveals a sudden departure 
from the robust expressionist mode and tends to be more lyrical in its subdued 
grey scale. Interestingly the compositional order evokes a faint memory of 
Gauguin's Breasts with Red Flower, 1890. The Tahitian women and the way 
Gauguin brings an astonishing rhythm by complimenting their sensuous curves 
with the delicacy of crimson flowers to elude to the symbolic representation of 
primordial vitality and innocence. 
Mehboob also shares something of Gauguin's Christian humility and the 
primordial innocent sensuality by somewhat similar subversive juxtaposition of 
a potentially symbolic image of a ferocious bull and a delicate graceful woman, 
the concerns which dominate his later work. The Untitled, 1983 (pl.36) is 
rather more of a free play of broad loosely placed field of color in an abstract-
expressionist manner. The Journey, 1984 (pl.37) brings Mehboob's aesthetic 
development closer to Hussain. The forward progressive movement of the 
horse, the hand without a body holding a long stick and the talisman on top of 
the horses head are capable of generating possible interpretations as far as a 
pastoral life or the religious connotations associated with the horse like Imam 
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Hussain's Dhu'l janah or the Buraq of Prophet Mohammad, the images that 
preoccupied his artistic imagination ever since his early days. As Shuja Suhan 
describes: 
M A Mehboob evokes a bull's fearsome anger and agility. In his 
recent paintings, this primordial symbol of male fertility frequently 
appears among serene and forlorn figures. Stark black and grey 
spaces are warmed with punctuations of red to represent human 
blood. A dove may sometimes make an appearance on the horizon 
only to remind us to hope for peace. Vigorous brush-strokes locate 
an embattled ground while criss-crossing diagonals heighten the 
representation of conflict and pathos around the artist. '^'^ 
The subtle resonance of Hussainesque influence guides the Untitled, 1986 
(pl.38) and Reflection, 1989 (pl.39). The distinctively linear and mannered 
treatment to the figure, the diffusing contours by juxtaposing the negative and 
the positive space to create a sense of volume and the symbolically significant 
use of figures like bull, horse, women in their ethnic costume, the Islamic signs 
like talisman or the crescent dwell in the aesthetic borrowings from the 
pictorial assemblage of Hussain's variables. Mehboob's painting called Woman 
in Taveez dwells in the similar symbolic and painterly associations: a colored 
patch delineating an amulet hanging from a woman's neck, the nightmarish 
Bull, the toy-like horse-heads or a Pastonjee's white wooden horse wishing to 
gallop amid heavy brush strokes, prominent bold lines and painterly 
juxtaposition of big patches of grays, blacks, greens and whites. Mehboob's 
stylistic orientation and pictorial devices are foregrounded by the aesthetic 
stance that recalls the primordial symbolic Expressionism of Gauguin as 
remote source, the cubist treatment to figure particularly as employed by 
Hussain and more characteristically the British pop artist Ronald B. Kitaj's 
collage principle translated into a painting. 
187 
The older work of 1988 (pi.40), however sketchy and apparently incomplete, is 
significant in its prophetic stance. The black horizontal sky-line and the hasty 
gesture suggestive of a wound from which the blood is oozing out announces 
the bloody turn of events that was to alter the fate of the Valley just few months 
after he stamped his painting with a signature and thus declaring it complete. 
The nest painting that followed was called Cry, 1990 (pl.41) investing his art 
with a new dynamism that was to surface in the next two decades. The most 
powerful and dynamically effective painting during die turmoil is interestingly 
a self-conscious quote from Picasso's Guernica, 1937. 
Picasso describes not the German attack but its 
consequences. The colors he employed are few: black, white, grey. 
He compositional framework is flat, obtuse-angled triangle, into 
which eight figures, not so much acting as acted upon, are 
inscribed: in the middle, a fatally injured "apocalyptic" horse, its 
neck stretched out in agony; on the ground below it, the shrapnel-
tom rider; a woman rushing towards the center; another whose 
arm, stretched out over her head and into the picture, holds a 
candle that illuminates the grisly sense, while to the right another 
woman collapses screaming, and at the left a fourth woman holds 
her dead child in her arms; a terrible 20"'-cenmry Pieta. Over this 
figure appears a bull, unapproachable and proud, its eyes wide 
open - perhaps a symbol of invincible Spain, or of indifference in 
face of the triumph of evil. The flames over the house in the right 
half of the picture are depicted schematically, as in a child's 
drawing, as is the "sunlight" ironically streaming from light-
bulb...The enemy is not shown; he remains anonymous, invisible. 
This too is a prophetic premonition of the total anonymity of war 
in the era of those bombing operations the military frightfully 
terms "surgical"." 
This non-representational mode, inspired by cinematic icons like Eisenstein's 
revolutionary film Battleship Potemkin, makes a conveniently fitting 
appropriation in the hands of Mehboob. As there cannot be a better reference to 
quote from the history of modem art which makes such a significant relevance 
as Guernica does in the midst of militancy when it was at its most ugly and 
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violent stage. Mehboob's Portrait of a Tragedy, 2005 (pl.44) re-enacts 
Guernica in a personalized statement and in the provincial setting of Kashmir. 
The fomial commonalities shared by the two paintings; the grey and white, the 
flat compositional order, and the seminal presence of a horse, a bull, women 
and children, however, does not seem to be a juvenile desperation to reproduce 
Guernica. The significant differences can be easily located if we zoom in and 
compare the details. In spite of the graphic manipulations and the convulsive 
textural treatment of Picasso, Mehboob retains the relatively minimal pictorial 
devices of his previous works. Mehboob's departure from the original Guernica 
is evident, for instance in his distinct use of the images of a pigeon or a 
crescent, which makes such a contrasting and a kinetic presence in the dramatic 
interplay of counter-movements, and more significantly in the absence of 
Taveez (talisman), one of his most recurrent motifs in the previous paintings. 
The absence of a Taveez, a potent visual metaphor of a divine protection, 
alludes to the human era clouded in uncertainty, despair and desolation that 
haunted the Valley for two long decades of death and mayhem. Unlike the 
hedonistic aesthetic preoccupation of artists like Triloke Kaul and Kishori 
Koul; the nostalgic ramblings of Ratan Parimoo or the notational abstract 
symbiology of Santosh or Gayoor Hassan, Mehboob remains to be the first 
Kashmiri artist to negotiate the human tragedy in a direct experiential stance 
and anticipate a certain political intervention that assumed a more assertive or 
representational character in his junior fellow artist Masood Hussain. The 
similar concerns dominate in his more recent works, however not so directly 
annotated with an art-historical quote as the Portrait of a Tragedy. 
Among his notable participations are: Kashmir Cultural Week, an art exhibition 
organized by J & K government through cultural academy in Delhi, Bombay, 
Calcutta, Madras, Hyderabad and Lucknow; J & K Academy exhibitions 1975, 
76, 77, 78. J & K Artists Art Exhibition organized by National Gallery of 
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Modem Art New Delhi held at TRC Srinagar, 1986. Traveling Art Exhibition 
(five artists of Kashmir) Srinagar, New Delhi and Gallery Oasis Bombay, 1972. 
BHUSHEN KOUL (1948) 
In the linear historical evolution of modem art in Kashmir Bhushen Koul and 
M A Mehboob share a certain commonalty that marks their body of work a 
different aesthetic and conceptual outlook. While Mehboob addresses the 
immediate and empirical experience of being an artist of a conflict zone 
Bhushen on the other hand negotiates with the existential condition of human 
predicament or the psychological trauma of historical displacement, exile and 
homelessness. From the pure aesthetic point of view their works are 
foregrounded with a conspicuously and self-consciously sustained 
preoccupation as imagists. The well-wrought and intimately kneaded images as 
symbols or metaphors reveal their basic artistic tendencies. The robust 
expressionist attitude, the painterly and the gestural interplay of brush work, 
the deft virtuosity as draughtsmen and above all the balanced stance to address 
or express the personal without sacrificing the aesthetic link with the art-
historical language or the archetypal universality of their pictorial vocabulary. 
But they also differ considerably in terms of their stylistic variations. Bhushen 
certainly is more of a lyricist reminiscent of the early landscape oriented 
abstractions of Kandinsky or the Viennese Expressionist mode of Oskar 
Kokoschka but above all it was the poetically poignant and spontaneously 
composed pastoral imagery of Marc Chagall that guided his body of work. 
Chagall's preconceived thematic preoccupations, which varied from Christian 
to classical literary sources, juxtaposed with the commonplace events invested 
his work with an uncanny and often surreal outlook transgressing the boundary 
between the visible and tangible, real or dreamlike. He used color 
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symbolically; the all-pervading mystical violet, Imninous red, shimmering 
green, cerulean blue, or blue green oxide, the color scheme for which was 
mostly admired by the Expressionists. It is interesting to notice that besides 
the stylistic associations they also share a certain socio-political considerations. 
The way Nazi genocide between 30s and early 40s had a haunting influence on 
the works of Chagall, for instance the iconic work White Crucifixion, 1938, a 
similar experience of Kashmir Pundits who were forced into exile in the early 
90s had a discerning influence on the work of Bhushen. Chagall's Crucifixion 
is saturated with easy symbols. In the midst of Holocaust when the Jews were 
subject to Hitler's rage he paints one of the most painted subjects of Jesus' 
crucifixion. At the center of the painting the crucified Jesus is shown wearing a 
prayer shawl, which is believed to be a Jewish symbol. The most startling fact 
about the work is that the traditional concept of crucifixion, often seen as a 
symbol of oppression by the Jewish people, is somewhat reverted by using it to 
represent their suffering. '^' 
The anecdotal, the allegorical and the narrative stance of Bhushen's work 
charged with the memories of past finds similar echo in some of the 
sentimentally provoked paintings of Bhushen. The early works like The 
Judgment, Untitled, Echoes of Valley, 1993 and Kashmir Landscape, 2005 
(pl.45,46,47 and 48) are reflective of a raw sentimentality oscillating between 
the abstract and the representational. Unlike his mature body of work the 
painting titled as Kashmir Landscape in its shockingly photorealistic rendering 
has a typical postcard look one gets to see at tourist locations. But the 
disturbing image of a solitary man caught in his nocturnal escape is at once 
evocative of the historical exodus. In the similar vein the work called The 
Judgment recalls the dramatic and conspiracy-ridden aura of Leonardo's Last 
Supper for its thematic suggestiveness, possibly, alluding to that cursed night 
when the Pundits had to leave the Valley. Bhushen admits that his early post-
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exodus works were explicitly journalistic in nature: "my earlier visual 
statements were of journalistic flavor immediately after my exodus from the 
valley". ^^  
Not happy with the literalness and the sentimental representational outlook of 
his painting he later adopted a more subtle and a somewhat poetic stance of a 
pathetic fallacy or simply an epithetic pictorial vocabulary. His recent show 
called Empathy best describes the post-exodus artistic engagement with the 
ontological phenomena. As described by the artist in his statement: 
My works are the reconstruction of inexplicably exuberant 
feelings, an experience enlivened and observed or one simple 
discomfort of an ecstasy-pang of remorse or simply the burden of 
experience and existence. My works are substantive, thematic in 
the literary sense, but authentically true to the medium. It is a 
journey of enriched experiential wisdom, the joumey not ventured 
outwards as it exists within now. The working space can be 
defined as an extended tapestry of dream. The figuration is not 
ectoplasm-like apparitions in a mindscape. They are figures of 
hope, despair, longing and being bom out of the empathy. They 
have been prized out of my consciousness. These are not images 
but happenings. They are real." 
The statement once again confirms his aesthetic link with Chagall's vision. The 
enigmatic, the dreamlike, the inscrutable and the broodingly poetic imagery 
loaded with existential nostalgia is evident in the works of 2006 and 2007 like 
Scent of the Soil, Tale of an Azure Lake, Preface of an Epic, Untitled, 
Sinking Legends - Char Chinar, Blindfolded Revelry, Knocks on the 
Forbidden Door, Mistimed Spring, An Incessant Search, Govardhan (pi. 
49 to 58) 
No ectoplasmic apparitions, no hallucinatory supernatural but neither are they 
real time images evoked out of the direct confrontation. Koul owes his 
spontaneously lyrical mode, which sometimes in a sweeping moment assumes 
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a hedonistic free play of his fellow senior artists like Triloke Kaul and Kishori 
Kaul and taking for granted the potentially significant elements like despair and 
longing, to the relatively complacent aesthetic distance from the actual and the 
physical testimony of living amidst violence, death and desolation. But at the 
same time one can imagine the repertoire of raw images, the richness of 
experience and the convulsively charged subconscious that he wanted to 
enliven in an empathetic gesture. It is possibly the fullness of his internal 
leisure that as an artist he rarely felt any need to seek his raw material or 
inspiration from the direct or real time experience of the home he otherwise 
was never really able to erase from his subconcoius or the work. As Shantiveer 
writes in a catalogue: 
Today he does need to venture outwards because the journey 
now exists within him. His working space, like before, is still 
suggestive of being part of an extended tapestry of dreams; for that 
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is how his total oeuvre can generally be defined. 
But his dreams are not confided to the idyllic or the natural beauty of Kashmir. 
They are haunted by the nightmares as well. The certain evil in disguise 
pervades his allusive references to various archetypal motifs of the Valley. This 
schizophrenic quality of his paintings is a very significant characteristic. At 
once both hedonistically pleasing to cruise along the radiating gestures of 
nature and its inhabitants and then suddenly the same nature and its people 
assume a monstrous guise. The long leaves or leafy plants suddenly appear 
like sharp knives, a face with its fixed frontal gaze evokes a certain ominous 
aura. The Fauvist-like nondiscriminatory color treatment to the motifs from 
nature and the human figure invests his works with a sense symptomatic of a 
primordial wilderness. 
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Bhushen did his graduation and post-graduation in creative painting from M S 
University Baroda. While there is the fauvist-Expressionist undercurrent of 
Bendre but it was the Baroda's historical return to narrative, foregrounded in 
the works of artists like Bhupan Khakhar, Ghulam Sheikh, and Nilima Sheikh, 
that largely defines his aesthetic link with the figurative art of post 70s Baroda. 
In this way Bhushen shares something of the confrontational stance of Khakhar 
or the personal and social iconography of Sheikh or the deeply felt visual 
poetry of Nilima Sheikh. It is the same time in 1971 that he leaves Baroda and 
joins the IMFA Srinagar as the first ever truly professional instructor of modem 
painting. Like Gayoor Hassan he too shows a great rigor and enthusiasm as a 
teacher-artist. Among his students in IMFA Srinagar Shafi Chaman shows a 
sustained aesthetic link with his mythical painterly orientation. Like Hassan, 
Koul has been very instrumental in affiliating the state Cultural Academy run 
hobby art institute to their respective universities. 
As mentioned earlier Bhushen Koul has shown a relatively better participation 
and a considerable recognition than Mehboob. Among his numerous shows 
across the country since early seventies the most notable was a show in Texas, 
U.S.A in 1970. Among his other notable participations are: 1990 3rd 
International Asian-European Art Biennale, Ankara, Turkey; 1975/1986 3'^ '' and 
6th Triennial, India; 1986 3rd Biennial, Havana Cuba; 1986 3rd Asian Art 
Biennial Bangladesh. Honored with numerous State level awards of J&K 
Cultural Academy and 1992 National Award, India. The Maharaja Sayajirao 
University of Baroda honored him with the 'Pramanpatra'. ^ ' 
About the other artists of the second generation only a brief menfion is possible 
as already discussed. From the art-academic point of view the other artists 
showed a certain lack as compared to the aesthetic rigor, the degree of 
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prolificacy and the active participation in the modern scene shared by Hassan, 
Bhushen and Mehboob. The similar reason defines the structure of the fifth 
chapter, about which it is also important to state that the fact the most 
significant reason for maintaining a certain delimitation, as regards to include 
some of the most articulate and prolific artists like Veer Munshi and Inder 
Salim, who are often considered as most representational Kashmiri artists of 
the present generation for negotiating the communal displacement and social-
political manifestations of the contemporary crisis in Kashmir, is because of the 
politically dense specificity required to negotiate with their aesthetic positions 
and conceptual paradigms. Presumptive of an out-of-proportion scale the 
present study is not in a position to incorporate such an academically ambitious 
project. However, it is hoped that the historical nature of the present study may 
possibly serve as a convenient evolutionary backdrop to take up the different 
variable of political intervention as anticipated by the Kashmir question. 
K.KHOSA(1940) 
Son of Somnath Khosa, an important artist of the first generation, K Khosa's 
modernistic experiments came into notice in the early sixties. Unlike his 
father's representational mode to render patriotic themes Khosa adopted the 
non-representational yet symbolic vocabulary of modem art. Best known as 
Kashmiri Khosa he did not need to wander for an art teacher but learnt his 
basic lessons from the academically proficient experience of his father. In this 
way the father and son share a certain commonalty for being among the 
privileged few. It is convenient to presume that Khosa's childhood must have 
been an enriching one saturated with artistic surroundings. His works reveal a 
confident virtuoso and the experienced draughtsmanship in the delicate and 
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lyrically deft treatment to line, which subsequently assumed a signature style 
generally identified with his body of work. 
Khosa's body of work is reflective of at least three major characteristics: the 
metaphysical, the fantastic and more exuberantly the anthropomorphic 
landscape. As pointed out by Pran Nath Mago: 
Khosa's endeavor has been to integrate the visual language 
of art and the content, and to co-ordinate both. He strove for a 
fusion of form and content whether in drawing or painting. His 
works reveal the truth of the Self and the Soul of the artist. The 
male and female forms merging into or separating from each other 
are fully distorted from emotional effect. They seem to be blown 
away with the stress and strain of their emotions and assume mere 
morphic characteristics. 
Besides sharing the playful and the fantastic aura of Kishori Kaul, Khosa is 
more close to Mehboob and Bhushen's imagist-symbolic treatment to figure. 
Khosa dwells into a certain dreamscape where the male and female, unlike 
Purusha and Prakriti paradigm of ancient religious symbiology, look more real, 
corporal or earthly manifestations. Yet a certain surreal wishful-thinking is 
infused in the otherworldly setting of man-woman togetherness. Away from the 
humdrum of materialistic and urbanized world writhed in conflict and despair 
they inhabit an idyllic cosmic space of clouds, vibrations and heavenly colors. 
The painting Beyond the Wasteland (pl.62) as explicitly evident from the title 
alludes to the imaginary homeland that Khosa's alter-ego wishes to inhabit. 
Similar wish-thinking guides the thematic concerns of works like O! 
Brightening Glance, Revelation - Spirit and Soul, The Darkness Crumples 
Away, The Light - The Glory, Wholeness, possibly done in 80s 
(pl.63,64,65,66, and 67). With the aid of cosmic principle, for incorporating 
motifs like a vertical tree trunk as a potent symbol of strength and security, the 
clouds radiating with the solar or lunar energy, the lightening and the wave-like 
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frequencies between the man/woman and the boundless open space that we call 
cosmos all contribute to foreground an optimistic aesthetic vocabulary in the 
midst of exilic desolation. The work called Ecstasy, 2002 (pi.68) exudes the 
celebrative mode of the liberating: from actual to the sensual or from the 
existential morbidity to the hedonistic selfdom. 
Khosa also shares something of tantric aesthetics, however in a distinctively 
different way than Santosh or Gayoor Hassan. The signature style of wave-like 
linear patterns are suggestive of the mantra element, which assumes a graphic 
quality in almost all the works and more explicitly in a work called Sound 
Vibrations, 2003 (pl.69). The visual and the verbal connotations find a similar 
resonance in Encounter (plate 9). Khosa's graphic manipulation is also 
reminiscent of Edward Munch's Expressionist iconic image Cry, 1893. Khosa 
also drew his sources from Mundaka Upanishad, for instance the 2003 untitled 
work (pl.71). Mundaka Upanishad, believed to be commented upon by 
Shankra, is traditionally characterized as Mantra-Upanishad, i.e. it has the form 
of a Mantra. The special characteristics of this Upanishad lies in its beautiful 
style, lucid metres, serious wording, and lofty feelings, which gives a great 
pleasure to the one who recites it. It is believed that its name might have been 
derived from the word "Munda" meaning "Shaven Head". It is assumed that if 
the principal thought of this Upanishad is understood, the illusions of material 
world will be cut like hairs in the process of shaving, which anticipates a 
certain possibility as why most of the Hindu monks have a shaven head.^ ^ This 
ritualistic factor of shaven head or the allusion to the hair cut make a vivid 
reference in the works of Khosa. 
Khosa has held ten solo shows in Delhi, Bombay and Calcutta, besides 
numerous participations in various group exhibitions and art camps. In 1974 he 
was honored with the President of India's Silver Plaque. In 1981 he received 
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the Lalit Kala National Award. His works are in various private and public 
collections, notably; the National Gallery of Modern Art, New Delhi; Lalit 
Kala Academy, New Delhi; Sahitya Kala Parishad, International Airport 
Authority of India and numerous private collectors in India, America, 
Switzerland and England. He has also been associated with some collaborative 
projects with his contemporary with poets, dramatists and writers. His 
association with the journals like Criteria and Anti-Poetry anticipated an 
experimental play by blending the three distinct muses like theatre, painting 
and poetry and present it as a gestalt, which resulted into a play called 
Ruchika's 'Virajpetta Se Aaye Aurat, and was performed at the Shri Ram 
Centre, New Delhi in 1987. During this time he also received the senior 
fellowship from the Department of Culture from 1979-82 for 'Integrating the 
visual language of Art and content and coordinating it as a whole'. In 1986 his 
patronage was sought to do the space conception and execution of the 
'International Exhibition of Contemporary Cultural Complexes' by Indira 
Gandhi National Centre for Arts.^ "* 
A.K.RAINA(1938) 
A K Raina is more aligned to the older artists like Triloke Kaul and Kishori 
Kaul for the abstractionist landscape mode of his paintings. But unlike them his 
paintings appear too deliberate in its heavy contrasting color palette and 
stiffness of composition. Raina shares no link with Baroda, which provided the 
most relevant aesthetic alternative in the seventies. On the contrary he went to 
Trivandrum to learn the basics as a craftsman in 1959. It is only in the late 
seventies that he actually started to paint. His painting of 1975 (pi.72) is a 
simplified abstract landscape reminiscent of Nicholas Roerich's Sunset-
Kashmir, 1943. However, Raina's later work is marked with a significant 
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departure from the simplistic flatness of color to the textured and unmodulated 
fields of color, which became his signature style. The newspaper review points 
out: 
As a Kashmiri artist, A.K. Raina has built in love for 
nature; the green hills and valleys, the snow capped peaks, the 
grandeur of light and colours during change of seasons. A.K.'S 
Landscapes have graphic simplicity in their colour areas, focusing 
more on colour values and the direction of painted area than on 
painterly brush work, and some of them are remarkable for their 
design value. A.K. Raina divides his canvas in 'frames' of oblong, 
breaking the continuous surface in rectangles, which give them a 
kind of intensity. In his paintings, the massive shoulders of 
mountains become a play of colour diagonal for instance in some 
of his artworks the charm of the painting lies in its economy of 
pictorial means. ^^ 
But unlike Khosa, Raina's paintings lack in formal variables and thematic 
rigor. However, there is no doubt about Raina's skilled knowledge, which one 
can assume he may have had in abundance considering his craftsmanship 
experience, which for instance the water color of 1994 (pl.73) reveals so 
convincingly. Its thematic authenticity to depict the ethnic costumes in a 
simplicity that is quite engaging in its nostalgic memory. The specialty of the 
medium watercolor anticipates that one can do without incorporating the 
aesthetically essential element of volume or thematic profundity. But the same 
treatment in the opaque oils or acrylics may not yield better results, unless it is 
someone like Paul Klee who sought child's uncanny vision to venture into 
unthinkable experimentation. Raina's pictorial devices oscillate between 
diffused morphic imagery of Khosa and Ratan Parimoo's illustration-like 
treatment to the figure. In the first his works tend to be more abstract than 
Raina's and in the second case un-idiomatically more representational than 
Parimoo. The untitled paintings of 2005, 08, 09 and 2010 (pl.74,75,76,77,78,79 
and 80) may look pleasing as deliciously bright designs but they don't seem to 
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be engaging or engaged in some thoughtful content. However, the sustained 
prolificacy of Raina is astonishingly remarkable. In the recent years 
irrespective of his age he has shown even more veraciously productive and 
youthful return as an energetically charged artist. 
Raina, however, has enjoyed a relatively better recognition for his active 
participation in various private and public modem art initiatives. Since early 
seventies he has been actively participating in the annual art exhibitions 
organized by various governmental organization in Calcutta, New Delhi, 
Bombay and J&K. in 1979 he received the Lai Ded Award from J&K Academy 
Srinagar. In 1992 he was honored with the Honorable Mention National 
Exhibition of Art Lalit Kala Academy, New Delhi. In 2000-2001 he received 
Senior Fellowship in Painting from the Ministry of Culture Government of 
India. In 2004 he received the Mira Kala Samman in Indore, M.P and Kalhana 
Award for Life Time Achievement at a Kashmiri Samiti in Indore. ^^  
ABDUL RASHID JOHN 
The thematic-narrative quality and the symbolic representation of Islamic 
calligraphy of John's early paintings are presumptively evident from the titles 
of the awarded works mentioned in the Academy brochures, such as God 
forgive them for they do not know what they do, 1974; Towheed, 1976 and 
Towheed -II, 1978. John Hke Gayoor Hassan mediates between Santosh's 
Tantric permutations like centralization and mirror repetition and the symbolic 
associations of Islamic script, such as Untitled, 2003 (pl.81) , the Tauheed 
series (pi.83 and 84) or the work called Mehraj (pl.85). John replaces the 
Buddhist Sadhana or ashirwad mudra of Gayoor Hassan with the Islamic 
posture of Sajda (submission before Allah), which becomes a recurrent 
compositional and thematic concern of his paintings. 
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John's other side reveals the subtle but strong impact of the human crisis in 
Kashmir when his transcendental or tranquil aesthetic balance suddenly assume 
a certain metamorphosis transforming into phantasmal images reminiscent of 
the existential imagery of Francis Bacon. The paintings like Untitled, 
Dejection and Akhir Kab Tak (pi.86,87 and 88) is artistic testimony painting 
in the midst of death and tragedy. The other works like Zuljinah or Angel of 
Love (pi.89 and 90) reveal a redemptive gesture by recalling the sacrifices 
from the religious memory of Karbala or the humanism of Mother Teresa. 
VIDYA RATTAN KHAJURIA 
V. R. Khajuria, although not a Kashmiri, has played a significant role as a 
teacher in the IMFA Srinagar. Both Gayoor Hassan and Khajuria passed out 
from Baroda in the same year. But while Gayoor founded the sculpture 
department in Srinagar Khajuria launched the same in Jammu. Before the 1989 
crisis in the Valley he was frequently in touch with his contemporary artists in 
Kashmir. Like Hassan basically trained as a painter but Khajuria showed a 
similar talent for modernistic renderings as a painter. The characteristic 
trademark of Khajuria's sculptures is reminiscent of two connected sources 
such as Shanko Chaudhuri, under whom he was trained in Baroda, and the 
archetypal stance of Henri Moor's reclined sculptures, which is so vividly 
reflective of the stone sculpture called Reclined Torso, 1976 (pl.91). While his 
painting Untitled, 1970 (pl.92) dwells in a ritualistic ambience of abstraction. 
Khajuria has been virtually active both as an artist and a teacher. Among his 
notable participations are: Industrial Fair Vienna, Tripoli and Thessaloniki 
inl971. Second Small Plastic Biennale, Budapest in 1973. Third and Fourth 
Triennale, India in 1975 and 1978. 
Participated in various National and group exhibitions across the country 
since 1971. Held One Man shows in Bombay and Jammu consequently from 
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1971 to 1977. Participated in Art Camps in Kashmir from 1970 to 75, Gwalior 
1974, Madras and Patiala. He has also been a member of General Council Lalit 
Kala Academy and Additional Sub. Committee 3rd Triennale India. ^^  
SHIBAN KAW (1942) 
Irrespective of the fact that Shiban' Kaw obtained professional training from 
Baroda, roughly at the same time when Gayoor Hassan, Bhushen Koul and 
Khajuria were studying there and the fact his contribution as a teacher in IMFA 
during its early years is still remembered by many of his students, he remains 
to be the most obscure in terms of any available documentation about his 
artistic career. From the single painting available Untitled, 1976 (pl.93) we 
notice a certain distinctively surreal abstractionist treatment of spacial balance, 
translucent color palette and a geometric order. Among his contemporaries the 
similar approach guides the compositional order of Shujah Sultan. However, 
unlike Sultan whose surreal preoccupations adopted a figurative-imagist 
vocabulary to anticipate a story Kaw retains the notational or transcendent 
stance of abstraction, which one can also assume from the entries in the J&K 
Academy brochures such as from a work called Latent to Manifest, 1966. 
Except the fact that he died in Kashmir not much relevant information exists. 
M. K. Bhat Bhownesh Raina, T.S. Batra, Mehraj-u-Din and Nazir A. Want are 
the artists who share the similar fate. While these names are often mentioned 
by various local writers whenever referring to the second generation of 
Kashmiri artists but never find even a passing description about their work. 
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GOKAL DEMBI 
Gokal Dembi, however, makes a certain come back in his recent thematic 
show on Siva Surta and Vaaks and Shruks of Lai Ded and Nund Rishi at Kala 
Kendra in Jammu. His older paintings of late seventies Untitled, 1976 (pl.94) 
align to the modernist conventions shared by his contemporaries in the early 
seventies. The archetypal chinar set against the sumptuous Dal Lake assumes a 
certain monochromatic diffusion and flat treatment, quite unlike the other 
landscape-abstractionists of Kashmir. His recent works show a drastic change 
from the subtle and the simplified compositions of early years to a more robust, 
deliberate, heavily contrasted and convulsively representational recent works. 
Referring to the Siva-Sutra conceptual paradigm of Kashmir Saivism Dembi's 
recent works anticipate a certain reclaim of the lost home by foregrounding the 
mystic sensibility of saint-poets like Lad Ded and Nund Rishi. The review by a 
special correspondent of the monthly newspaper published from Jammu reads: 
Gokal Dembi, a master painter from Rainawari 
(Srinagar) has rendered yeomen service to Kashmir's culture by 
painting Siva Sutras and Vakhs of Lai Ded. The rise of militarized 
Islamic fundamentalism forced Dembi and his community out 
from their homeland. As an anguished Kashmiri he gave vent to 
the agonies of losing homeland in his artistic expressions. In his 
quest to build cultural anchors to counter religious 
fundamentalism, now sweeping the Valley, Gokal Dembi 
conceived a project 'Rishi Tradition of Kashmir' in early 2005. He 
took a refreshed study of the poetry of Lai Ded and Nund Rishi in 
general and the aspects of visual imagery in Kashmiri mysticism in 
particular. At Prof Zaffar's instance Dembi in his project-painting 
of Rishi Tradition started with visual representation of Siva Sutras 
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and Vakhs of Lai Ded as these happen to be one of the basic texts 
of Kashmiri Rishi Tradition. Govt, of India awarded him a Senior 
Fellowship to facilitate his work in this direction. Siva Sutras and 
Lai Vakhs painted by Gokal Dembi after working on the project 
for two years was showed in an exhibition at Kala Kendra Jammu 
from November 30 to December 7, 2007. The paintings include 
visual representation of 32 Saiva Sutras and 13 Vakhs of Lai Ded. 
Paintings have been done on acrylic. It is first time that Siva Sutras 
and Vakhs of Lai Ded have been painted. 
Unlike Santosh, Dembi's attempt to translate the notational and the abstract 
imagery of Siva Sutra into a categorically representational pictorial language 
may help to foreground a political statement but from the aesthetic or art 
historical perspective they dwell into the old logic reminiscent of Ravi Verma's 
narrative mode and historical appropriations (pl.95,96,97 and 98). However, 
the approach may assume an artistic significance if Dembi is able to transcend 
its calendar look and treat painting as a significant language by revisiting it or 
revitalizing it perhaps in the conceptual/linguistic framework of artists like Atul 
Dodiya or Veer Munshi. 
From an eagle's viewpoint, however, due to various socio-economic and 
political reasons the Valley could not generate the means to build any 
sustainable infrastructure to encourage something that may qualify to be called 
as a truly modem art movement in Kashmir. Except the J&K Academy of Art, 
Cultural & Languages, among its programs the most significant remains to be 
the art Camps, and the Institute of Music & Fine Arts, which virtually served as 
the only palpable platfomi to guarantee the future prospects of modem art in 
Kashmir, nothing much happened in the visual culture of the State if we 
compare the phenomenal participation of Santinekatan, Baroda, Bombay, Delhi 
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and Madras as the great centers of the modem art movements in India. 
However, theses relatively provincial modem art initiatives in Kashmir had a 
discemable and lasting impact on some of its individual artists whose 
contribution to the Indian modem art is considered very significant. 
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96. Shiv Sutra-2007, Oil on canvas. Collection: Artist (p 204) 
97. Shiv Sutra-2007, Oil on canvas. Collection: Artist (p 204) 
98. Shiv Sutra-2007, Oil on canvas. Collection: Artist (p 204) 
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CHAPTER V 
IN THE WAKE OF TURMOIL 
THE PRESENT GENERATION OF ARTISTS 
1985 to the Present 
From the early eighties to the present most of the local artists were trained from 
Institute of Music and Fine Arts Srinagar. The similar tradition was followed in 
Jammu. The Santinekatan and Baroda tradition of artist-teacher, practionist-
educationist or academic professional guided the next generation after Baroda 
trained artists like Gayoor Hassan, Bhushen Koul, V R Khajuria, Shiban Kaw 
and IMFA trained M A Mehboob joined the Institute as art instructors. In this 
way the art Institute became the sole platform in Kashmir for the local aspiring 
artists to seek a formal training about various aesthetic and stylistic possibilities 
in modem art practice. But more significantly it provided a certain venue for 
any ambitious local artist wanting to understand the art-historical knowledge of 
world art, the intellectual understanding of contemporary issues and a critical 
understanding of art works by other artists. 
By late seventies the Institute had developed almost into a complete faculty 
after its affiliation with Kashmir University. The apparently provincial 
academic atmosphere of hobby classes and diploma certificate courses was 
replaced with a more sophisticated degree courses. These changes prompted 
the significance of updating the curriculum for which the most representational 
reference was sought from the academic rigor of Faculty of Fine Arts Baroda. 
Ever since its affiliation with University the Institute is ruiming a rigorous five 
year degree program at graduate level in Painting, Sculpture, Applied Arts, 
Graphics and Art History. Like Baroda the five year pattern is divided in two 
parts where the first two years are considered as preparatory, which gives 
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enough freedom to experiment in all the disciplines and medimns of plastic art. 
In the next three years the selected students are trained in their respective areas 
of specialization. 
In the historical-memory of Kashmir years that followed 1989 are virtually 
described as worst ever. Known for its idyllic and heavenly natural beauty 
drawing thinkers, saints and Sufis from across the globe as well as rulers and 
oppressors from different clans of civilization; its picturesque backdrop 
attracting the Bollywood industry, it seemed inevitable that one day it will be 
subject to such a gruesome envy. Irrespective of the fact that Kashmir's so-
called Kashmiriyat withstood the onslaught of religious divide in the name of 
bloody partition nothing could stop a sudden call for Azadi in 1989 spreading 
like a fire. In the wake of the mass insurgency its piece loving people were 
suddenly transformed into desperate protestors favoring the armed resistance. 
And with it, for a while it seemed the new wave is determined to wipe away all 
that intellectually stimulating, spiritually enlightening and visually 
overwhelming culture Kashmir represented in the minds of the other. 
The changing political climate of the Valley had a drastic impact on the every 
social and cultural sphere of life including its provincial modem art scene. The 
most visible impact of the political crisis came by way of a sudden 
disappearance of some of the important artists of the Valley. Kashmir Pundits, 
which included some of the important artists of the Valley, were forced into 
exile, which infected their aesthetic preoccupations with the nostalgic memory 
anticipating a disconcertingly existential stance. The only Muslim artists left 
behind, out of a certain aporia or apprehension; choose not to be politically 
direct in their artistic statements. During the profoundly dangerous first decade 
of militancy the local artists either hibernated or maintained a somewhat 
clandestine or solitary engagement with their works. The Institute which served 
as the only available pretext for meeting and exchange was rarely seen busy 
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with students. Due to the frequent calls for strike, unpredictable calamities and 
the ever-growing intimidating presence of new laws, new structures like 
bunkers, barbed wires and make shift anny camps the normal routine life 
suffered to a great deal. However, it took quite a while when some of the artists 
started showing their works preferably outside the state. 
SHUJAH SULTAN (1946 - 2008) 
Although quite senior to most of the artists of the third generation, but it was 
during 1995 that Sultan's distinctively individualistic style characteri2es his 
mature artistic development. For Sultan the artistic vocation came a bit late 
after he had already obtained a post-graduate degree in political science from 
Kashmir University. This seemingly unusual development is shared by his two 
younger contemporaries such as Shabir Mirza and Rajinder Tiku. Sultan, 
however, had a strong artistic bent of mind since his early adolescence. 
Possibly because painting did not promise an easy or relatively a secure future 
as a career he may have decided to consider other disciplines. But it was this 
adolescent inclination for art that eventually decided his professional career. 
Like most of the third generation artists he too joined IMFA Srinagar to avail a 
formal training as a student of painting and later impart the same as a teacher. 
Sultan also shares a special multidimensional persona of diverse talents, quite 
famous in the state as a superb water-colorist, broadcaster and a writer. His 
position as an Urdu poet has earned him a considerable fame in the Valley. His 
poem on Leonardo's Mona Lisa became quite famous in the literary and art 
circle of Kashmir. Like his aesthetic sensibility these poetic interventions may 
also have been inspired by his shish-guni association with Santosh. 
Sultan's early wandering years oscillate between the wishful-thinking of 
surreal compositions and the impressionist mode of watercolor landscapes. In 
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both, virtually contrary, idioms he adapted a highly refined academic approach. 
His surrealist paintings followed the Italian Renaissance-like laborious 
treatment of color and a certain submission to dream or wishful-thinking, such 
as is evident in the untitled works of 1971 (pi. 1,2,3 and 4). On the other hand 
his watercolors reflected the Impressionist immediacy and objective fidelity to 
nature (pi.5). The similar duality surfaces in his recent works but they have 
considerably departed from the archetypal realistic renderings of Surrealism 
towards a symbolic or allegorical imagery. 
Among Santosh's admirers Sultan had the privilege of being closely associated 
with him. It is understandable that through Santosh he may have been exposed 
to the conceptual and symbolic connotations of tantric imagery. Sultan's 
recurrent involvement with the egg form is implictly informed by the Universal 
Egg or Brahmanda. According to the tantric ritual discourse in the Brahmanda, 
' Brahma-Anda', the totality is represented in the forni of an egg. The Brahman 
(the Absolute) is symbolized as a curve which surrounds the universe and 
forms the egg (Anda), the Cosmic Egg (Brahmanda).' 
The iconic monumentality and the overwhelmingly vastness of space; the 
translucent treatment which alludes to the formlessness of Universal Principle 
or Brahma and the mirror stance for being a potent metaphor as a reflector and 
a refractor foregrounds the rigor of a dense tantric imagery as evident in the 
relatively small body of Sultans works, such as the Egg-series works done 
between 1995 and 1999 (pl.6 to 13). The works are reflective of the Surrealist's 
old masterly technique, a pedantic sense of detail and the virtually infinite 
perspectives. It is interesting to notice that both Santosh and Sultan share a 
certain fascination for Surrealism but in former we hardly get to see any 
discernible manifestation. In this way the tantric element of Sultan's paintings 
does not confine itself to its aesthetic rigor and in a surrealist transgressive 
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stance he incorporates the idioms that are poetically apocalyptic or 
metaphysical in their outlook. The idiosyncratic juxtaposition of conflicting 
visual metaphors such as the creation-symbol of Brahmanda and iris,^  in its 
symbolic associations to burial and death, characterizes Sultan's aesthetic 
preoccupations. 
Sultan often showed a strange sense of fix or entrapment for his recurrent 
pictorial devices. In a certain desperate outburst he would often confess: "No 
matter how much I want to get rid of the egg and iris stereotype I find myself 
ever returning to it. Every time I lay a first mark on a new canvas I kind of 
drift along the old logic. My resistance wanes soon before I discover the 
painting as complete."^ One can possibly attribute this Frankenstein monster-
like experience to the inevitable influence of the turmoil that gripped the milieu 
he was painting in. Yet Sultan's paintings are anything but monstrous. Besides 
the symbolic or allegorical associations the pedantically rendered and 
exquisitely colorful paintings may equally prove to be a visual delight to look 
at. 
Sultan's body of work, miniature in scale, dwells in the cosmic drama of death 
and creation. The singularity, monumentality and the translucent mirror stance 
of the egg is supplemented with the meticulously painted wave-pattems, which 
are suggestive of the ebb and flow of time, create an aura saturated with cosmic 
happenings. The provincial idyllic backdrop of the Valley, the chinar tress, the 
mountains and the lakes provide an actual setting to enact the allegorical and 
the otherworldly. Sultan's apparently stereotyped stylistic principles and the 
somewhat mathematical approach to arrive at a certain compositional balance 
owes its influence to his association with Santosh. The interwoven wave 
patterns, the treatment of color and the spacial division all corresponding to a 
certain movement and countermovement exudes a polyphonic coherence. 
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The most potent image in his paintings is the egg, which works as a metaphor 
for creation, sometimes a glass-transparent egg to see the world through and 
sometimes conceived as a mirror reflecting the world around. The Iris in its 
sensuous violet-purple accentuated by yellows and possessed of greens usually 
seen in the grave yards, acts like an obituary to all those undesirable and tragic 
deaths caused by the turaioil and violence in the Valley. By such conventional 
pictorial devices, for instance, the linear perspective in the Untitled painting 
(pi. 6) a large crowd of iris flowers is shown diminishing into the empty sky. 
The use of iris in a virtually no-man's land is counterbalanced by the all-
reflecting egg standing sentinel on the dense vermilion green strips interwoven 
in a dynamic movement to suggest the possibility of life after death. 
Most of the paintings are in a conventional landscape compositional divide: 
horizon and the sky, ground and the space, dense and sober, transparent and the 
opaque. The dichotomy of life and death, vertical and horizontal, yellow and 
blue are the conscious workings of a mind drunk on the thesis and antithesis of 
art-historical readings. We can notice a certain artistic challenge Sultan likes to 
confront in the Untitled (pi. 10). For instance, the way he places the blue color, 
which instead of receding into infinity exerts itself as an opaque foreground. 
Similarly the opaque yellow occupies the background. The collage treatment to 
the green trees is a deliberate formal intervention to distort the representational 
position of working within figurative mode. The wave patterns are accentuated 
to give the illusion of a tide, which disconcerts the sense of balance on which 
other forms rest. Equally intelligent compositional device is the little solitary 
cloud painted in the egg forai. These preconceived devices are used to subvert 
the conventional notions of landscape framework. 
Among Surrealists Sultan would often mention Rene Magritte's aesthetic 
stance of 'ascendancy of poetry on painting". In Sultan the mysterious, the 
metaphysical presence is of the monumental egg dominating the landscape, 
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which can be conveniently described as egg-scapes. But Suhan may not be 
called a 'magic-realist' in the sense Magritte is, there is less of magic in 
Sultan's work than a poetic allegory on the death and birth in the womb of 
graceful and grandiose paradise. 
The seductive and the thoughtful impact of his visually captivating paintings is 
the result of patient and laborious skill, the intelligent and well-wrought 
compositional order and the subtle rendering to achieve the desired nuances. 
The last visit to his studio in 2007 revealed a certain preparatory evidences of 
his much desired departure from the conspicuously and dominating presence of 
egg form, such as the Untitled paintings started between 2002 and 2006 (pi. 14 
to 17). The paintings were still in the making when he passed away on 9"^  April 
2008 while working in a hired studio in Jainmu. 
MASOOD HUSSAIN (1953) 
Masood Hussain appears somewhat deliberate to relate his work with the 
traumatic experience of the turmoil in Kashmir. Sometimes he appears naive in 
comparison to Sultan, whose critique at least helped him to be on the safer side 
by appropriating the perennial aesthetic paradigm in the immediate and the 
local context. However, unlike Sultan he has been quite prolific as an artist to 
produce a considerably rich body of work. 
Masood did his diploma in Applied Arts from J. J. School of Arts in Bombay 
and soon after completing from there headed Applied Art Department in IMFA 
Srinagar. His applied art training, however, was limited to commercial based 
commission work such as advertisement in the media or creating logos for 
various public or private institutions or to train his students in the Institute. But 
since Kashmir did not provide much scope in the commercial sphere Masood 
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perfected his skills as a watercolorist, a tested genre which promised a 
relatively better professional success as a local artist. Surpassing the British 
academic realism of Wall his watercolors bear a photographic fidelity towards 
the picturesque rural life of Kashmir. He translated his applied art training into 
a direction that is often considered as polar opposite. For instance, he made a 
significant use of camera which served as a graphic layout to develop his 
watercolors. Unlike impressionists, a position so religiously followed by Sultan 
in his on the spot landscapes in watercolor, Masood preferred to shoot around 
with a camera and later develop them as watercolors. The watercolors such as 
(pi. 18 to 23) may not have been possible otherwise. 
But the mere provincial commercial success was not all that Masood desired. 
His real ambitious position is foregrounded in his painted relief works he has 
been rigorously developing in the past two decades. But unlike Santosh, whose 
sources went back to the esoteric doctrines of ancient origin, Masood based his 
artistic engagement on near-past indigenous concept of Kashmiriyat, as 
manifested in the life and poetry of Kashmir's two iconic personas like Lai Ded 
and Nund Rishi. This is after a rigorous survey in the living archives of the 
Valley that he settled upon a vocabulary, which in the art-historical terms may 
be called an assemblage of specifically contextual found objects. Among the 
most recurrent objects are broken windows, doors, and ruined lattice-work 
found in the debris of broken shrines and the dismantled houses of Kashmiri 
Pundits. By investing the archetypal mystic aura, reminiscent of the glorious 
past, he negotiates the agony of Kashmiris since the uprising in 1990. The 
1995 relief works such as Mystic Hands, A peep out of the Past, Submission 
and Thou Knoweth my Misery (pi. 24,25,26 and 27) reflects stance quite 
common in the Valley in which the anguished face and the gestural hands 
protruding out of an old latticed shrine beseech for salvation. 
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Perhaps the most significant characteristic of Masood Hussain's work Ues in its 
abihty to generate interpretations that foregrounds the relevance of a primordial 
faith in spiritual waraith. In this he shares his conceptual framework with his 
senior local artists like Santosh and Gayoor Hassan. Like Gayoor he did not 
simply replicate violence in a representational and direct mode. Masood's 
research-oriented explorations to collect various objects and materials guided 
him towards an aesthetic where the very object or a material is infused with an 
inherent metaphor. Thus the latticed-windows allude to the glorious Sufi 
tradition and the supplementations in the form of hands and faces kneaded in 
paper mache, the use of radiantly contrasting color pigments are reminiscent of 
Hindu temples and the thread as wish-knots work as a metaphor to safeguard 
the future of humanity. These works foreground the double edge to address the 
agony of Kashmiris and simultaneously invest his works with a potent aesthetic 
aura where a viewer may experience some sense of relief Unlike the dubious 
political agendas Masood's aesthetic agenda of healing touch finds a poetic 
reciprocation in Keshav Malik's review of his 1998 show in Delhi: 
Masood's is primarily a feelingflil genre of a benign 
vision,. And this you construe from several works, for instance. 
Story of an Ancient Scroll, Lonely - 2, Sharika, or Falling of the 
Black Sky. Artist's disclose wholes whether an idea, emotion or 
what have you- but by pin-pointing no more than bare, seemingly 
insignificant, and ye relevant details in given contexts. And that's 
what Masood does. It is these select details that speak volumes. 
Seemingly casual items from the theatre of life - inner or outer -
represent the entire cosmos of proton events. And that same, in the 
end, makes us share in a sorrow which he had made bearable, so 
that we reflect on it in the deep solitude of our minds. A specific 
emotion, then becomes universal your sharing of it only uplifts us 
from our spiritual sloth, the moral slumber. This particular sorrow 
is about a valley, once deemed happy."* 
From art-historical perspective Masood's painted reliefs follow the Surrealist's 
aesthetic paradigm, especially its later stage around early thirties when Dali 
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came up with the idea of "surreal objects with a symbolic function", which 
gave a certain functional status to the anti-aesthetic position of readymades 
explored by Duchamp prior to Surrealism. The so-called 'surrealist object' 
anticipated Surrealism's specific contribution to modem sculpture.^  The chance 
factor that Andre Breton describes in his novel Nadija became a cornerstone 
for surrealists and the phenomena like accidents, encounters, inspirations or 
happenings assumed the very structure of the surrealist language. 
The surrealists certainly mystified this 'objective" chance in their choice of 
objects, adorning even the most astutely calculated found objects with the 
magical air of archeological treasure from the very womb of the earth.^  But 
more than the Parisian surrealist scene it was its American version in the Boxes 
of Joseph Cornell that Masood indistinctively shares a striking similarity. The 
complex conglomeration of familiar and unfamiliar; nostalgic souvenirs of art, 
music, theatre, literature. By incorporating ballet photographs, star postcards, 
maps, bird-feathers Cornell interlaces the diffused past with the vivid present to 
create a poetic metaphor of memory. 
However in Cornell's case it is suddenly found and suddenly found is balanced 
by 'fabricated', while Masood's is an outcome of a preconceived idea of the 
specific object he is looking for. Moreover, unlike the libidinal undercurrent of 
surrealists and the aleatory game-like space of Cornell's Boxes Masood's 
encounter with the strangely magical and the discarded objects from the womb 
of the earth reveal a benign passion to render an emotionally felt experience. 
As is so powerfully evident from the mystic aura of works such as the 2004 
series called Story of an Ancient Scroll (pl.33 and 34). From a certain 
different perspective Masood's windows also appear close to the fetishistic 
function of objects such as George Braque's guitar, Max Klinger's glove, 
Umberto Boccioni's bottle. Marcel Duchamp's readymade or Picasso's so-
called idiosyncratic collection of "'visually interesting" material. However, In 
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Masood's case it is not essentially visually interesting, rather the preconceived 
symbolic-ritualistic fiinction the object must serve. The other works 
incorporating Arabic script and the Persian architectural or design motifs 
Masood's encounter with the past is informed by the living testimonies of 
shrines and Sufi ziarats that occupy an archetypal space in the landscape of 
Kashmir, which brings alive the historical transition from Hindu dynasties to 
Muslim dominance in the M"' century Kashmir. As Shujah Sultan describes: 
Islamic mystic cults (Sufis) thrived side by side with 
tantric practices. The cultural transition was slow and the process 
of conversion of indigenous wooden structures of shrines into 
genuine Islamic forms was gradual. No original ancient 
monuments exist today because such wooden structures fire easily. 
In most of the surviving structures the Mughal style is evident. 
Those erected over tombs of Muslim saints are equally revered by 
the other religious groups. Theses shrines are given a regular 
geometrical form which, Muslims believe, underlies all forais in 
the visible world. The outer structures are an amalgamation of 
Hindu temples and Buddhist pagodas. The interior columns, 
arches, intricate latticed windows and screens, mirror mosaics and 
decorafive ceilings are all Islamic in character. But lavish as they 
are, they do not disturb the atmosphere of sanctity. 
This lavishness of medium and pattern serves the Islamic concept 
of the dissolution of matter. Geometric and floral arabesque 
becomes the expression of profound belief in the immortality of 
the soul and a disregard for temporal existence. Perhaps that is why 
one senses a feeling of total surrender on entering a shrine, 
enhanced by the muted light which filters thorough latticed 
windows and screens creating a mystical serenity. A strange fear 
grips the mind of the devotee. He recites verses from the Holly 
Book, blurts out his wows and wishes, ties colored threads to the 
latticed screen and makes an offering of a coin or two. This is age-
old tradition followed by devotes. 
The significant position of Masood may rest on the fact that unlike Santosh, 
Gayoor or Shujah Sultan, who drew their aesthetic sources largely from the 
Hindu or Buddhist traditions, Masood's work foregrounds a somewhat radical 
aesthetic stance for anticipating a great possibility to render Sufi-Islamic 
concerns in a sculptural framework. Sultan, being a close friend of Masood 
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knew the intricacies of his aesthetic sources. The intimate friendship between 
the two was further deepened with the fact that Suhan generally wrote for 
almost all his catalogues published by various private galleries. Addressing to 
his work he further describes: 
Masood Hussain's art emanates from motifs taken from 
the unique architecture of these shrines and monuments, combined 
with a portrayal of the devotes who visit them. Human misery is 
the keynote of Masood Hussain's view of life, along with a firm 
belief in spiritual values. Sometimes there is a complete departure 
of representation when the assembled motifs become abstractions 
from everyday realities. Latticed window shutters and various 
objects are assembled to demonstrate his beliefs in spiritual... 
Works like, The Red Sun, How Many More, and The Procession, 
define the horror and the pathos of death, claiming innocent lives 
like an epidemic attack of bullets... Similarly, How Many More, is 
representative of the martyr's graveyard, where spaces have been 
filled in with the bodies of the dead while other vacant spaces 
appear open-mouthed to devour still more. There is no 
philosophizing of the situafion, no agitafion and no comment. 
Masood merely acts as a chronicler of an unfortunate period of 
history. 
In some relief works the hands bulge out from the window for prayer, the 
colorful Taveez (amulets) as necklace to guard from evil and witchcraft, the 
occult feel of the graffiti of Persian and Arabic letters. Masood's creative 
process involves an extensive survey to locate the motifs. And unlike easy 
painterly techniques he prefers a meticulous and laborious process of a 
traditional paper mache artist. For him art does not seem to be a hedonistic 
pleasure but rather it is more like an archeologist's endeavor. 
The installation Kashmir Unmasked (pl.28) done for the Khoj Delhi in 2001 
is explicitly direct in its response to Kashmir. The special feature of the 
installation is that while the recurrent format of the window frame stuffed with 
mask-like faces and hands is supplemented with a new element scroll collaged 
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with the local newspaper-cuttings representing the tragic stories from the 
Valley. 
Besides resurrecting the mystic aura of the past to counteract the milieu 
haunted by the inhuman cruelties, violation of human rights and above all the 
human misery some of Masood's works are response to the migration of 
Kashmir Pundits. For instance, the work called Exodus, 2004 (pl.30) is 
apparently set in a different formal structure. The usual window object is 
replaced with a wooden dome, possibly a left-out of a sleeping bed. There is a 
subtle and diffused stylized image of a bird, possibly a migratory bird drifting 
out of the triangular frame. The other significantly symbolic objects are a gold 
ornament, which is traditionally worn by Kashmiri Pundit women as a symbol 
of fertiUty. The thread is pasted in a way which suggests movement, alluding to 
the painful flight that doesn't seem to return back to the nest. 
The work My Grandfather's Colour Palette, 2004 (pl.32) is also a departure 
from the usual thematic and formal structure of Masood's work. Here the artist 
unveils an intimate chapter from his autobiographical sources. A broken 
wooden box reveals a painters surgical devices and a portrait of his grand-uncle 
pasted on the inside of the upper lid. This little commonplace encounter is 
supplemented with a profoundly grim and grave narrative of partition. 
According to the artist the wooden box is the only surviving treasure from his 
grand-uncle who was among the Muslims who migrated to Pakistan at the time 
of partition. In this way the work traverses from the personal sentiment to the 
historic memory of communal divide and disintegration. 
In his professional life perhaps the most significant encounter was with the 
American based Kashmiri poet Agha Shahid Ali. Shahid is undoubtedly 
considered one of the significant poets in the contemporary literature of 
America. Known worldwide for his remarkable collection of poems called 
Country Without Post Office, which in its explicitly political stance remains to 
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be the first Internationally acknowledged literary response to the agony of 
Kashmiri. The chance encounter lied in the fact that both Masood's first series 
of painted relief works and Agha Shahid's Country Without Post Office were 
almost accomplished in the same time. As Agha Shahid describes in his lucid 
response to Masood's show in Triveni Kala Sangam New Delhi: 
In Masood Hussain's art, we are in the world of destroyed 
shrines, broken windows, crushed prayers. What uncompromising 
reminders we are given of ruined lattice-work! Memory is brought 
to harbor passionately, so it may survive despite threats to it and 
the history behind it. 
On finally seeing Masood's ravishing arrangements in 1997, I 
manage to rescue the assurance that the artist indeed matters, and 
that he does so because he seeks courage by sitting alone by the 
grave, contemplating the skull, resisting the epic cliches of 
exclusionary nationalisms fort the far more moral sake of the here-
and-now. The here-and-now demands of the artist the most 
stringent lyricism. And Masood meets those demands without 
shirking. 
Among his other artistic dimensions is taking up relatively huge commissioned 
projects to install public sculptures in some specific locations of the Valley. 
The almond shaped fountain sculpture in the Badaam Vaari Park Srinagar is a 
calligraphic abstraction of the word ALLAH (pl.39). The similar public 
sculptures in a fountain framework exist in other busy public places like Karan 
Nagar, Babademb and Baba Dharam Dass Temple Chowk Munawarabaad.'" 
Since 1998 Masood has been energetically busy in his painstakingly survey 
based work. He has held many solo and group shows in some of the important 
private and public galleries across the country. In the recent Khoj Kasheer 
2007, the first truly International art event in the Valley, fifteen day Residency 
of International, National and regional artists in Kashmir Masood Hussain was 
instrumental for initiafing the idea and acting as a coordinator. 
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RAJINDER KUMAR TIKU (1952) 
After his early education in a village school Rajinder Tiku moved to the 
Srinagar city for further education and acquired a bachelor's degree in Science, 
which was followed by a degree in Law from Kashmir University. Like Shujah 
Sultan, who was already a post-graduate in Political Science, Tiku's Science or 
Law degree did not come to much use once he decided to become an artist. Yet 
his inquisitive nature and a passionate liking for diverse readings certainly 
surfaced in his artistic engagements. In 1973, when the Institute of Music and 
Fine Arts was yet to be affiliated with the University of Kashmir, he enrolled 
himself in the five year diploma program in Sculpture. Under the supervision 
of Gayoor Hassan and V R Khajuria he remains to be one of the most 
ambitious students who showed a considerably remarkable performance in later 
years. In 1979, like his fellow artists, he joined the similar Institute of Jammu 
as an instructor in sculpture department. 
As one can imagine considering the provincial atmosphere of Kashmir where 
the vocation of an artist was not a safe choice to guarantee financial 
independence Tiku simultaneously perused a degree in Law while continuing 
his evening classes in IMFA. Not until his real encounter with the art-history 
and the world art, which exposed him to the phenomenal success of some of 
the great artists of India and in different parts of the world, he eventually 
focused on his career as a sculptor. The institute of Music and Fine Arts, which 
followed the pedagogical pattern of the Baroda Faculty of Fine Arts, 
familiarized him with the Western and Indian art history, aesthetics and the 
critical understanding of various important artists of the world. 
Along with Shabir Mirza, Tiku was among the first students who opted for a 
specialization in sculpture, which reveals Gayoor Hassan and Khajuria's 
pedagogic efficiency to encourage their students for a discipline contaminated 
with orthodox prejudices and taboos. And since Tiku reflected a natural 
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inclination to render things in a tangible and concrete mode during his early 
student years was equally an important reason to direct his development as a 
sculptor. Tiku often recounts his interaction with many Indian artists of repute 
who attended the Art Camps in Kashmir such as Dhanraj Bhagat, Janaki Ram, 
B.C. Sanyal, Hebbar, Bendre and M.F. Hussain. Tiku never shied away from 
introducing himself as an aspiring artist and these encounters proved quite 
inspiring to uplift his morale as an ambitions artist. 
From the very beginning Tiku shares his deep admiration for artists like 
Brancusi, Moore, Klee and Picasso supplemented with a passionate interest for 
ancient and traditional cultures such as the Egyptian art or more specifically the 
sculptural/architectural motifs of medieval Hindu temples or Sufi shrines. 
Tiku's sculptural devices are inforaied by his archeological insights to unearth 
the cultural heritage of Kashmir by drawing his sources from the architectural 
remains of the ruins of Avantipora, the Martand Temple; the museum 
specimens of Buddhist and Hindu sculpture and the living evidences of the 
geometric motifs of Islamic interiors and architecture. Sharing a certain 
aesthetic commonality with his Kashmiri contemporaries like Gayoor Hassan 
and Masood Hussain he too ventures into the archetypal mytho-poetic aura of 
the Valley. The formal devices such as the vertical and horizontal tomb-stones 
in their sentinel stillness drawn from the temples and shrines are quite inviting 
to provide a mystical aura, reminiscent of rituals, to a viewer. But Tiku's art 
developed a distinctively different character during his stay in Jammu, since he 
was appointment as an art instructor in the Jammu Institute where he spent a 
considerable time developing sculptural vocabulary while training the aspiring 
sculptors. Lalit Gupta, a Baroda pass out who teaches art history in IMFA 
Jammu, reflects on Tiku's artistic development: 
The countryside of Jammu is littered with a plethora of 
wayside shrines, memorials stones, dheris, baolies (springs) with 
reliefs oinagas and local deities. He saw in his mind the shapes of 
his sculpture going through a process of metamorphoses. His 
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predilection for the variable manifestations of the constants in 
human nature forced him to seek with greater intensity those forms 
of popular artistic expression connected with living ritual, and in 
artifacts which were an imaginative synthesis of function and form. 
For Rajinder, the folk form, whether it be an object of common 
daily use, such as the earthen vessel with floral reliefs used for 
storing grain, or the community wooden wash-tubs in villages, or 
the ritual objects covered with layer upon layer of vermillion and 
the black soot of votive oil lamps, or sacred threads around tree 
trunks, or non-descript stones smeared with paint and with 
offerings of flowers, tucked away in comers of fields - all these 
seemed to him to have acquired through the centuries formidable 
presence, developed into symbols of persistence, of memory, of 
mute permanence. These became the themes he sought in general, 
and their representation in sculptural terms became his major 
preoccupation. 
Prior to his tenure at the I.M.F.A. in Jammu, he had worked mostly 
in stone, having learnt the craft of carving from a traditional stone 
carver. These efforts are exercises in figural abstraction with a 
marked frontal quality, and were done during the period of his 
early fascination with the arts of the primitive African and Pre-
Columbian societies. Though Rajinder insists that his first love is 
still stone, he began working in Jammu with wood, plaster and 
cement, and created a sizable number of reliefs. Some of these 
incorporated elements of local landscapes, temple Shikaras, and 
groups of dehris (memorials) with human figures in contemplative 
and brooding postures. Others reflected a world peopled by spirits, 
nagas, the sun and moon, faceless human forms, all arranged 
against a backdrop of calligraphic scribbles, daubed with vermilion 
and black. These are obviously iconic, representing a world of 
magic, of timeless recollecfions, where the viewer is lead beyond 
appearances to a world-less domain of archetypal and primordial 
images. " 
This transition from the formal idioms of abstraction to a rich vocabulary 
informed by the folk or ritual objects of common use and more specifically the 
fonns and materials of temple space used for ritualistic purposes was 
inevitable, largely because of the characteristic difference between the cultural 
landscape of Jammu's rural life and Kashmir. The difference is further 
accentuated when we compare the somewhat calm and reposed aesthetic stance 
Gayoor Hassan, under whose supervision he was groomed, and the dynamic 
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interplay of the ordinary and the spiritual or sacred and the profane in 
sculptures of Rajinder Tiku. Tiku's eclecticism transported his sculptures 
beyond the traditional use of a stone and incorporated a plethora of mediums 
and techniques. For instance, the works like The Prison Diary, 1984-85 
(pl.40) and Sprout (pl.41 and 42) shows a significant departure from the Henri 
Moore like anthropomorphic mode of early sculptures such as Untitled (pl.43) 
or the mixed influences of ancient African sculptures and the terracotta 
figurines of Harappa in the Untitled (pl.44) or The Site - N (pl.45). By mid-
eighties he started incorporating the primordial sculptural mediums such as 
terracotta. Impressed by the groundbreaking works of K G Subramanyan, 
whose artistic/pedagogic intervention to incorporate the living traditions and 
thus bridge the hierarchical gap between artist and the artisan was a seminal 
contribution of Baroda in the post-seventies. Subramanyan's most significant 
contribution as a teacher/practioner was to encourage his students for a 
craftsman-like hands-on approach to medium. In this way Rajinder Tiku finds 
a virtual guru in Subramanyan both in terms of incorporating materials such as 
sand wood and terracotta and more specifically for investing his works with a 
sensuous feeling of an intimate human touch. The concern that guides the basic 
aesthetic quality throughout in his body of work. 
Tiku's use of terracotta, however, reveals a certain confrontational problem as 
he never could get away from his early passion for working with stone. He did 
not seem comfortable with the quintessentially impennanent nature of 
terracotta. For him, like a traditional sculptor, the permanence and longevity 
was the true prerogative of art in general and sculpture in particular. In this 
way he developed an assemblage vocabulary to give a secure placement to 
fragile materials. The works such as Spirit Lamp, 1997 (pi.50) reveal his deft 
and ingenious method to work-out a sculptural possibility were the fragile and 
the solid, delicate and the concrete material quality can actually contribute to 
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the aesthetic specificity of the work. Unhke the purely experimental and 
fonnalistic approach of various avant-garde examples from the art history 
Tiku's assemblage framework shares a conceptual rigor incorporating the 
personal and historical. In his statement Tiku describes: 
Putting parts, segments or fragments together or at least 
indicating so in my work is inherent to my nature and also 
upbringing. Conducting life as such has never been so smooth. 
There is always a lot of hard work to keep everything including my 
own self together. The effect manifests in my work in terms of 
pieces put together, tied, sutured, nailed or placed in a manner to 
be related to each other.' 
Suggestive of a diasporic condition, which in the course of his stay in Jammu 
he may have felt more strongly, the gesture of piecing together reflects the 
existential condition of a person who has been expelled from his nativity and is 
compelled to reconstruct a new home. Tiku's body of work dwells in this 
painful endeavor to rebuild a new consciousness from the debris of the old, the 
broken and the departed. The subtle poetic metaphors implicit in the recurrent 
use of motifs such as stitches joining broken pieces or a deep cut in the wood, 
nails and bolts to fix the disjointed, threads, knots or leather strings to tie things 
together or sew up the wounds and the ritualistic or symbolic use of specific 
colors like vermilion, black and green are the seminal aesthetic devices evident 
in the works such as White Bag, Black Bag, Talisman, 199land 1993, 
Legend Flowers, 1997, Spirit Lamp, 1997, Iris Inside, 1997 (pl.46 to 51). 
Tiku demonstrates an archeological eye on the memento of debris in museums, 
temples, shrines, mosques or on the layers of sub-conscious formed by the 
stories and legends of the past. The other dimension reflects a passionate 
interest to locate an aesthetic meaning in the things which are nonnally 
confined to ritualistic utility. Like Klee, Tiku believes that the artist's primary 
role lies in his magical quality to make the invisible visible. There is no such 
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motivation for documentation; neither do his executions imply so. Unhke 
Masood, considering the similarities in the subject-matter they share, Tiku 
invests his sensibility on the making of his language. In this way Tiku appears 
more in tune with the contemporary spirit of the sculptural vocabulary. Mixture 
of various materials, mostly such traditional materials which craftsmen have 
used since primitive times, which makes the whole effect an exotic story told in 
a sensuous sculptural language. He is more close to his teacher Gayoor Hassan 
than his friend and batch-mate Mirza. Like Gayoor too has been showing 
sentiments for the lost culture, and seeking inspiration from sacred and spiritual 
to manifest a unity in diversity. While as Tiku is more specific about the 
materialistic nature of his medium, where the manipulation of the form is prior 
to subject-matter. Tiku is a poet in possession of a concentrated critique; but 
sometimes the unbalance disconcerts the inherent poetic sensibility. Tiku is 
unlike Sultan because he ventures to take risks while experimenting with 
material on different levels. As Tiku reflects on his sources of inspiration: 
Man made shapes attract me much more than the natural 
ones. Especially those which in one way or the other depicts traces 
and signs of transition of time right on their surfaces. Be it an 
extensively used agricultural implement, an ordinary kitchen-ware, 
a piece of stone with vermilion gathered upon it in layers or even 
an ordinary thing having acquired a sheen through constant human 
use.'^  
Tiku sometimes appears swaying between formalism and symbolic 
primitivism. In comparison to Klee he is more primitive than child-like. He 
seems to be at ease with the thought that he is conscious of his unconscious, or 
might be misreading in his interpretation of personal connotations. The 
archetypal imagery of a ritual, where threads are tied to the walls or doors of 
shrines, urges him to re-interpret it by stitching the lacerated wood with leather 
string which is quite symptomatic of the wounds caused by the turmoil in the 
Valley. For instance, the disc-like sculpture in wood, sand stone leather string, 
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Iris Inside is suggestive of an artist's eye on the dissection table, where all that 
he has been seen and felt is under microscopic observation, remotely 
reminiscent of Goya's war experiences as depicted in Black Paintings. It may 
sound a bit wild and perhaps too sweeping to state that Tiku's sado-masochistic 
tendency, a fact which recalls Theodor Adomo's stance: "it is barbaric to write 
poetry after Auschwitz", and may at the same time apply to almost all the 
artists who whether implicitly or explicidy respond to the human agony, to 
render the tragic as beautiful or a pleasing or seductive form which at the same 
time alludes to the painful or sad. However, such an argument has assumed a 
certain perennial indeterminateness in the discourse of modernism since the 
holocaust. 
The Spirit Lamp except the formal variations for its alliance to the Brancusian 
verticality the work dwells around the similar archetypal gestures as is evident 
from his previous works. The delicately kneaded clay assumes a flame-like 
radiance after its transfonnation into a strong brownish-orange glaze, which 
instills a magical aura in the ordinary object. At the same time the toy-like 
quality recalls his deep admiration for Subramanyan known for his terracotta 
murals which incorporates among various visual metaphors a playful imagery 
of toys. The Legend Flower reflects the similar state of magical intervention to 
transform the ordinary object into an extraordinary poetic metaphor. Besides 
stained wood, Tiku utilizes more sensitive materials like paper and gold foil, 
which reinforces the sensitivity of the theme. The organic and sprouting vitality 
of the roots and the stem emerging from the earth filled wooden pot; the 
inconsistent wavy growth altered by a shooting branch and the budding flowers 
allude as much to the personal experience as it manifests the dynamism of 
nature. It is the legend of those flowers which grew, bloomed and withered 
away. 
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The Grove, (pl.54) is possibly Tiku's ode to nostalgia; his careless fearless 
days of childhood hanging around in the apple orchards and the dense forests 
of the Valley. A relatively large stone in three blocks installed in an 
unassuming vertical posture. There is not much evidence of the carving and 
like the expressionist mode of Rodin the work serves as a reprieve from his 
archetypal methods to work in mixed media. However, the most significant 
characteristic of Tiku's body of work is foregrounded in the assemblage 
framework to incorporate disparate but meaningful materials to create an aura 
where the viewer is transported to experience the magic emanating from the 
commonplace day to day objects. 
But unlike the assemblage outlook of Masood's painted reliefs, they are more 
subtle and poetic. On the contrary, the recurrent motif of such surgical devices 
and the kind of aura that they exude, instinctually, draw his aesthetic paradigm 
close to the shamanic position of Joseph Beuys (1921-86). Basing his work on 
his personal traumatic war experiences and the post-world war German 
consciousness he produced a large number of drawings of organic matter, 
plants, animals, and myths which eventually surfaced in his famous 
installations and performances. In his installations and other sculptural work 
Beuys included such elements as food, dead animals, wire, wood, cloth and so 
on. Regarded as one of the most influential artist of the post 60 western art his 
extensive work foregrounds the concepts of humanism and social philosophy, 
which anticipated a shift in paradigm from the minimalistic art-for-arts sake 
position of the most of the twentieth century modernism to the maximalist and 
intellectually responsible stance of the interactive performances of Beuys. 
Considering the politically volatile times in which Tiku's mature artistic 
development groomed it is viable to imagine a Beuyean intervention, if not 
less, to negotiate the agony that Kashmiris have been subjected to in the past 
three decades. In a recent discussion with the artist, however. Tike holds a 
different view.''* According to him art does not necessarily need to be a 
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statement on the socio-political climate in which the artist is brought up. But at 
the same time his works evoke potential interpretations to be addressed in their 
subtle political stance. 
Among the third generation of Kashmiri artists Rajinder Tiku has been 
relatively more successful for earning a considerably secure position as a 
contemporary sculptor of India. It is also important to consider that due to his 
stay in Jammu, both prior to Pundit migration when he was teaching in the 
Jammu Institute and even after 1990s, it was relatively more convenient for 
him to maintain a constant touch with the art scene in different parts of the 
country. Since 1992 Tiku has held four solo shows in the Abraham Alkazi's 
private gallery Art Heritage in New Delhi. In 2002 he participated in the Group 
Exhibitions: Feversinue, Erden Germany. The other notable participations are: 
Combine Voices for New Century, NGMA 2002; Volume and Form, Singapore 
(1998-99); Exhibition of Sculptures at La-Grenette, Sion Switzerland 1998; 
Edge of the Century, Art Today, New Delhi 1998; Major Trends in Indian 
Contemporary art organized by Lalit Kala Academy, N. Delhi 1997; 
Exhibition, the Indian Contemporary Art - Post Independence, curated by the 
Vadehra Art Gallery at NGMA, N. Delhi 1997; Harmony Show, Mumbai 
1996-97; Sculpture - 95, curated exhibition of Indian Contemporary Art, 
organized by the Gallery Espace, New Delhi 1995; 8 Triennale, India, N. 
Delhi 1994; Golden Tribute to Artists of Northern India, the Birla Academy, 
Calcutta 1992; 7* Triennale India, N. Delhi; Trembling Images, an exhibition 
of works by Kashmiri Artists, organized by the Vadehra Art Gallery, N. Delhi 
1991; Bharat Bhavan Biennale, Bhopal 1985; National Exhibitions of Art, 
since 1979. 
Campus and Symposia: Stone - 2002, International Stone Carving Symposium, 
Baroda 2000; International Sculpture Symposium, Varanasi 1999; Symposium 
- International De Sculpture - Sion - Switzerland 1998; All India Sculptures 
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Camp at Gwalior 1996; All Artists' Camp at Surajkhund, Haryana 1998; 
International Sculptors Symposium, Nagothane, Maharashtra, organized by 
IPCL India 1995; Clay Symposium India, an international symposium 
organized by the Indian Studio Potters Association at Goa 1994. 
In 1999 Tiku was conferred upon the distinction of being an 'Eminent Artist' 
by the Lalit Kala Akademi, N. Delhi. In 1998 Nominated juror Lalit Kala 
Academy, New Delhi. Awarded senior and junior Fellowship of the 
Department of Culture, Ministry of the Human Resources Development, 
Government of India (1997-99, 1993-95). In 1994 he was honored with the 8th 
Triennial India Award for Sculpture. National Award for Sculpture in 1993. 
Recipient of the Pollock-Krasner Grant 2005. '^  
SHABIRMIRZA(1950) 
Shabir Mirza and Rajinder Tiku were batch-mates while perusing a diploma 
course in sculpture under the supervision of Gayoor Hassan and V R Khajuria 
in IMFA Srinagar. Both share their academic pursuits, as Shabir too was a Law 
graduate before joining the fine art Institute as a student of sculpture and later 
as an instructor. Their early experiments share a similarity for working in 
different stylistic idioms. But it was the special technical engagement to learn 
the craft of stone carving that remains to be the most significant similarity 
between the two. In Kashmir the tradition of stone carving for various 
constructional purposes was a usual sight. And the availability of a sculptable 
stone was far more easily affordable. Both Shabir and Tiku utilized this special 
advantage, however, Tiku had to think of alternative mediums once he left the 
Valley to join IMFA Jammu as a sculptor instructor. But for Shabir the medium 
stone became his alter-ego. 
232 
Shabir's sustained and rigorously focused engagement to work in a single 
medium, and that too a medium like stone which involves a presumed danger 
of a certain will-o-the-wisp misadventure, is quite daring on his part. His 
preconceived method involved rigorous preparatory exercises to avoid any 
possible transition from the cherished position of labor of love to a regretfiil 
misadventure. This meticulously calculated working process, which is 
imperative for any sculptor working in organic and solid materials such as 
stone, gradually developed into a well-wrought sensuous imagery. And in his 
more developed phase he was able to transform the rocky and stubborn 
hardness of a stone into a fluid and seductive object exuding visual delight. 
Mirza's body of work, although not as eclectic as Tiku's possibly for the reason 
that working in stone is a far more time consuming engagement than any other 
traditional or new medium of sculpture, foregrounds a formalistic framework 
of a traditional modem sculpture. For its formal conformity to the pedestal 
Mirza's quasi-abstract sculptures may be positioned somewhere between Andre 
Derain's Couching Figure, 1907 and Brancusi's The Kiss, 1912. Derain's 
cuboid formal principle with its simple delineations to integrate the human 
figure and Brancusi's profound sense for simplification to incorporate the 
primordial aesthetics of elementary forms set a radical shift from the sculptor 
as modeller, as in the case of Rodin, to a pure sculptor.'^  
It is this medium-centered sculptural position of Mirza to utilize the organic 
material qualities of a stone and, in a certain synchronicity, build up a 
vocabulary addressing the immediate day-to-day experience and the existential 
or the metaphysical universal concerns. But unlike, Tiku, his visual references 
or the kind of aura that Tiku infuses in his mixed media sculptures, does not 
allude to a ritualistic experience. The subtle marks or contours, oscillating 
between the identifiably referential figures and the symbolically abstract fornis, 
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often anticipate interpretations that reveal a certain poetic response to the 
human trauma in the midst of turmoil. As described by Shujah Sultan: 
The main forms are invariably enclosed in rectangles or 
squares as if opening windows to a melancholic sensation. All this 
typifies an artist who yearns fro security. This compression and 
distortion is also expressive of anxiety and claustrophobia so 
characteristic of contemporary society. These may not be merely 
three dimensional representations resulting from reaction to 
present-day situation but well though-out spiritual exercises to 
understand one's own self in a particular set of circumstances. '^  
Mirza's existentialist stance to address the human predicament in the wake of 
despair and desolation finds a poetic manifestation in a work such as Cactus in 
the Lily Pond, 1993 (pi.55). From the archives of art-history, however far 
removed from the present context, the title evokes a sudden historical co-
relative in the event of Donatello among Wild Beasts. Mirza's work, certainly, 
has nothing to do with the Fauvist intervention in the discourse of western 
modem art but the sheer element of contrast provokes an instinctual 
association. However, the work while alluding to the phenomena of 
unfavorable interventions or the invasion of the tumultuous in the idyllic or the 
so-called paradise is counterbalanced by incorporating an occult numerical 
value of 3, 6, 9, 12 by marked lines in the form of squares and rectangles, 
which is a sacred formula generally inscribed from an amulet meant to protect 
from evil. 
Mirza's draughtmanly gestures are evident in his recurrent use of scribbling on 
his stones with subtle yet vividly defined linear marks. By incorporating the 
graphic delineation as a significant formal element Mirza's works is marked 
with a discernible departure from the works of his senior and contemporary 
sculptors such as Gayoor Hassan and Tijcu. Line, traditionally a graphic 
delimitation best suited for the two dimensional vocabulary of painting or 
printmaking, finds a potentially significant use in Mirza's sculptures. Unlike 
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Gayoor Hassan or Masood, who spasmodically fluctuate from painting to 
sculpture or relief, Mirza comes with an alternative to incorporate some of the 
seminal attributes of painterly or graphic vocabulary within the sculptural 
paradigm. Mirza's stylistic preoccupation with the grid-framework is reflective 
of a conscious engagement to develop a distinctively individual sculptural 
vocabulary. In a statement Mirza describes: 
Line plays a strong role in nature and its movement shows 
an expression of gesture. From the logical conclusion of this fact, I 
sometimes overlay a grid composed of lyrical lines on gray or 
black 3D surfaces. The grid subdivides the bigger surfaces into 
smaller and more complex areas, which contribute to the 
orientation of a flat surface. 
The main surface which I prefer to call a three dimensional 
drawing sheet for my sketches is covered with a set of overlapping 
patches. A separate coordinate system is given to each patch. Some 
associates lines are systematically drawn through, mutually 
dependent fi-agments. With a flowing rhythm, these lines represent 
a relation between a family of surfaces, which treat space 
according to their own needs. Subtle structure of geometrical 
shapes could be seen as forms are somewhere immersed or 
sometimes embedded in between lighter or darker areas to create 
stillness of the depths. Distribution and combination of particular 
elements with, one to one correspondence may be felt between all 
the points of each projective plane and the interpenetrating forms 
present in 3D space. A transition of energy through the points to 
line, and lines to points sometimes gives a feeling of dynamic 
pulsation from a state of inertia. The fragmented divisions of the 
square set the geometry of expression floating into another 
atmosphere, which must essentially either emerge from or behind 
into the future. 
These graphic delimitations assume sometimes a graffiti-like gesture and 
sometimes act as a delineation to give a desired order to the compositional 
structure of his sculptures. For instance, to create an expression of a nightingale 
in her dainty and cadenced symphonic perforaiance may not have been 
possible without the aid of sensuously refined lines. Invested with a sentient 
quality the lines appear like organic veins infusing a sense of vitality to the 
asymmetrical and fluidly spontaneous body of stone. Mirza like Tiku is 
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fundamentally an exponent of formalism and by nature of poetic kind. A 
sensibility conditioned by the poetic approach of Paul Klee towards line and 
colour and the child-like execution of his experience in his personal world. 
Klee once wrote "symbols comfort the spirif and was deeply concerned with 
what he called the mystery of art in a quasi-religious sense. The most 
characteristic difference between the two is, however, defined by their choice 
of mediums and the socio-political context. 
Untitled, 1993, Portrait of a Family, 1995 and Leave the Balcony Window 
Open, 1996 (pl.56,57 and 58) incorporate new figurative references to 
meaningfiil forms such as blood-proof helmets of the security personals or the 
human faces peeping from the windows. The calculated spacial execufion, the 
texture of the stone, the inward and the outward thrust accentuate the 
expressionist mode of the work to address the changed landscape of the times. 
The Portrait of a Family depicts a strange equilibrium of the interior and the 
exterior. The fear-redden family peeping outside the window presumably 
alerted by some unpleasant mishap. The wide open eyes wandering in 
disparate directions look desperate and paranoid. The similar spectacular stance 
is shared by Leave the Balcony Window Open, which is a free-standing 
irregular square with subtle details to enhance the significance of two heads 
looking out. The two windows, the foreshortened hand and the graphic 
delineation by means of lines construct a usual architectural space of a balcony. 
The wide open eyes gazing in anticipation of someone intimate is a very 
common but disconcerting domestic expression where usually men go for work 
and women keep wait for them to return safe, considering the degree of 
contingency to live and work in the midst of various unpredictable incidents of 
violence caused by the cross-firing, bomb blasts, cordons and crackdowns. 
Mirza is at his best in the poetically titled Rectangular Deluge in the Silent 
Lake, 1996 (pi.59). The deep-cut lines running across the reclined rectangle in 
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horizontals and verticals assume a wave-like character. It is interesting to 
notice that Mirza's sculptural devices are so potentially capable of translating 
the obstinately hard and stiff material quality of stone into as fluid a substance 
as water. By his deft methods he is able to perform the artistic magic where 
stones are virtually transformed into water. At the same time the sculpture 
dwells in the dichotomy of death and life. The death-like repose of the 
rectilinear posture, reminiscent of a dead body shrouded in a white coffin, is 
counteracted with the silent but dynamic vitality implicit in the movement of a 
water surface. The work has a potential to be interpreted in diverse meanings 
referring to the given context of post 1990 Kashmir. For instance the force 
accelerated by the rough and densely perforated texture surrounding the smooth 
polished surface of the grave like thing in eternal prostration. At the same it 
may be read as concept in foetal transitions where the outside world is in a 
dead silence or in anticipation of what may happen next. 
Setting in of Decadence, 1999 (pi.60) foregrounds a certain departure from the 
previous works. Except the titles metaphorical overtones the sculpture has 
more scope to be read diversely. A book-like repose projecting the uneveimess 
of, say, linguistic relativism. The unconscious or chance factor in the making of 
this sculpture can urge one to discover more profound a meaning than the 
author might have intended. For instance it won't be too much a speculation to 
say that one can see as if the post-structural argument between signifier 
(spoken word) and the signified (mind's concept of the word) is manifested 
here at a symbolical level. The difference caused by the distance between 
seeing and saying, saying and comprehending. The book projects words as an 
abstract and inconsistent dimension. It takes an unpredictable dimension as 
soon as it reaches a cognizance. 
In the similar departure mode the Wild Flowers and the Black Rock, 2001 
(pl.61) is an organic forni sliced in a manner that urges both sensory 
237 
perceptions and conceptual rigor. It is a delicately compact composition, 
composed of parts demanding certain kind of preparation to respond to the 
polyphony. There are no lines but the gap between the broken parts of the 
flower-like form making a prominent stem to keep the flower erect. Yet the 
squares made out of intersecting horizontals and verticals still exist but are not 
assuming as important a space as before. Is this the other half of the flower 
which is lost or the fruit dissected into flowers where the other half is still 
missing? Does this absence make it beautiful or an unaccomplished beauty? 
The double edge stance of the work for being simultaneously referential and 
non-referential anticipates diverse and disparate interpretations. The New 
World Order, (pi.62), however, is more referential in its direct incorporation 
of chess-board. The self-evident title reveals a certain power-play so common 
in the present day political order. The work also reveals an implicit sense of 
satirical mode to address the patriarchal hierarchy system that somehow, 
direcfly or indirecfly, is responsible for the desolation the Valley is subjected 
to. 
Shabir Mirza, however not as actively as Tiku, has shown a considerable 
presence in the modem Indian art scene as a sculptor. Among his notable 
participations are: All India Fine Arts and Crafts Society Exhibition Delhi, 
1977; Dr. Iqbal Century Art Exhibition of sculptures at Srinagar,1977; Armual 
Art Exhibition of Sculptures Forum of India, at Bombay, Delhi and 
Chandigarh, 1978; Rashtriya Kala Mela by Lalit Kala Akademi, Delhi, 1978 & 
1982; Straight Eight Group Exhibition at Srinagar,1982; 33 Individual 
Exhibition at Srinagar,1986; National Gallery of Modern Art Exhibition at 
Srinagar,1986; National Exhibition of Contemporary Art Delhi, 1993; 6"^  
Bharat Bhavan Biennial Bhopal (invitee), 1996; One Man Show at Art Heritage, 
New Delhi, 1997; 10'^  Triennale INDIA International Art Exhibition, 2001; 
Festival of India at Germany 2001-2002. Mirza has also attended Art Camps 
since 1978 and has also been honored with various state and national wards. 
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In 2006 he retired as Principle IMFA Srinagar and is still actively involved 
with his work. 
SHAIQA MOHI remains to be possibly the first Muslim Kashmir woman 
sculptor in the history of modern Kashmir, which makes her position even 
more radically dauntless than Gayoor Hassan. Her artistic career developed 
almost in a similar way as that of Shabir Mirza and Tiku. Her early works in 
stone, while reminiscent of Shanko Chaudheri's early formalistic sculptures, 
reveal Gayoor Hassan's sculptural treatments, under whose supervision she did 
her five year diploma in IMFA Srinagar. But unlike Gayoor, Mirza or Tiku 
whose work reveal a certain figural reference to the identifiable reality, 
Shaiqa's sculptures in stone or wood dwell in a pure formalism of non-
referential abstraction. The Untitled works of 1980, 1990 and 2002 (pl.63,64 
and 65) are more aligned to Constructivists than to his immediate 
contemporaries, while Untitled, 2007 (pl.66) is reflective of Mirza's grid-
framework. Bearing her occasional participation in various exhibitions or art 
camp she, like many other artists in the Valley, hibernated. Shaiqa has been 
teaching in the sculpture department of IMFA Srinagar since mid 80s and at 
present presides as a principal. 
ZAHOOR ZARGAR (1950) is among the immediate contemporaries of Tiku 
and Mirza, who after completing his applied art specialization in Baroda in the 
70s, joined the Jamia Millia Islamia University in Delhi as a teacher, where at 
present he is presiding as a dean Faculty of Fine Arts. And ever since he has 
been living in Delhi and teaching in the applied art department of JMI. But like 
Masood he too identifies himself as a painter. Since Delhi provides a great 
opportunity to exhibit in the numerous private art galleries, Zargar has been 
showing a considerable participation as a post-romantic painter. Basing his 
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landscape mode on the impressionist/expressionist idiom, often infomied by his 
deep and passionate fascination for Turner, he however comes up with a fresh 
and unassumingly gay nostalgia of the 'picturesque' and the "idyllic' Kashmir 
Valley, as is evident in his series called Impressions from Kashmir (pi.67 and 
68). 
AFTAB AHMAD (1954) completed his diploma in painting from I.M.F.A. 
Srinagar in 1978. His relatively small body of work reveals a certain 
conflicting juxtaposition of formal lyricism and surreal outlook haunted by 
nightmarish apparitions in the form of exaggerated faces, horses, birds. A 
nightmarish view of the Kashmir where the seer and the demon inhabit the 
landscape. Aftab may be referred to as a non-psychedelic suirealist who dwells 
in the convulsive and the disconcerting aura stuffed with conflict-redden 
associations, as is evident in the work Nuclear Holocaust, 1998 (pi.69). 
Considering his thematic preoccupations loaded with human agony one can 
guess the reason for his meager artistic productivity. 
IFTIKHAR JAFFAR (1965) completed his graduation in applied arts from 
IMFA Srinagar in the early 80s and joined the same Institute as an instructor. 
Jaffar, in his relatively provincial scale and a small of body of work, reveals 
certain aesthetic preoccupation to juxtapose the sacred associations of Islamic 
script, the symbolic character of Islamic patterns in a way that is at the same 
time symptomatic of abstract vocabulary, especially, foregrounded in the 
mystical stance of artists such as Malevich and Mondrian (pl.70 and 71). 
Among the other artists of the generation, as discussed earlier who often find a 
mention whenever there is a discussion about the development of modem art in 
Kashmir but are seldom discussed, SHORA BASHIR remains to be the most 
obscure and yet shrouded in mysterious and romanticized anecdotes, often, 
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recalling the equally mysterious obscurity of S N Butt. There are literally no 
references to his artistic career anywhere in nay published from and most of the 
oral accounts from various living artists are too speculative to be tmsted. 
However, bearing a few passing references such as by Muneeb Rahman, a 
noted Kashmiri poet and literary critic and an editor of a Kashmir literary 
magazine Naeb, who mentions of Shora in his online blog Kashmir Writing 
Today: 
The issue number 18 of Neab is finally out. Size octavo, 68 
pages in all on a thick paper. The cover is pretty. The name of the 
magazine Neab (design by late G R Santosh) is in blue color on a 
pure white background of glossy art card. In the center, in a box, 
Shora Bashir's water color (Muneeb's possession) depicting a 
horrified mother with a child clung to her chest. Shora Bashir, one 
the talented painters of Kashmir died in an accident on Jammu-
Srinagar road a few years ago.^  
The single image of his painting such Untitled (pl.72), possibly done in 1977, 
which interestingly bear a vivid influence of M. Sadiq's compositional order 
and a certain abstractionist simplification to the landscape motifs. However, it 
would be too inappropriate to analyze his artistic preoccupations by referring to 
a single image of his work. 
As mentioned earlier, since my main focus is to consider those Kashmiri artists 
who showed a sustained engagement with their work without leaving the 
Valley. Of course with an exception of Rajinder Tiku for a simple reason that 
he was relatively well-connected with the artists of the Valley by paying 
frequent visits in spite of the fact that during his artistic career he spent most of 
his time in Jammu before as well as after the migration of Pundits in the early 
nineties. Among the other living artists of the present generation Shafi Chaman 
shares a sustained, if not really prolific, involvement with his work. Being 
youngest among the artists discussed so far his body of work, which however is 
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quite miniscule at present, has the potential to develop a distinctively individual 
vocabulary as a future painter of Kashmir. 
SHAFI CHAMMAN (1964) 
Shafi Chaman the youngest of all the painters discussed, saturated with a 
passion for art left his village to join the art college in Srinagar. He learned his 
basic grammar from teachers like, M.A. Mehboob, A.R. John, Shujah Sultan 
and Gokal Dembi. Soon after completing his graduation in 1986 he joined the 
same Institute as an instructor in the painting department, which he still 
continues. 
Chaman's world of art, although a very small world, draws largely from the 
literary or mythological sources. His works are reminiscent of Ganesh Pyne's 
delicate silhouetted fomis, the mild careful tonalities in handling the shafts of 
light and dark, well-defined sharp thin strokes to delineate foliage, the 
incongruous movement of color and lines once together recede into a kind of 
fairy dream world. But more intimately he shares Chagall's nostalgia of a 
dream-like rural life, where his miniature world of interpersonal togetherness 
dwells in a carefree dreamscape. The little yet suffused with a certain sensuous 
rendering the man-woman corporeal existence are set free to relate with the 
motifs from nature in an unassumingly poetic encounter. The trees, waters-
bodies, foliage and flowers assume a Wordsworthean like earthly delights. 
Child-like figures, distorted in scale and often floating in the space in elastic 
elongation free from the conventional gravitation of earth dominated his early 
paintings, such as the work called Beyond All Telling, 1989 (pl.73). 
Chaman in his somewhat elliptical poetic wit is often heard saying that it is not 
the most but the best that counts. He would be content to have produced a 
canvas in a year, with the pride glittering in his eyes. To his mind painting is 
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not a work but an exclusive profound realization, which may take a year of 
observation and research. Chaman's scholarly-Hke pursuits in search of 
allusions to enrich his pictorial vocabulary are often evident from his 
sketchbooks as a repertoire of various chance encounters, light bulb moments 
and artistic inspirations. Like diary Chaman's sketchbooks reveal an artistic 
rigor, which proves a very significant exercise guiding his artistic development. 
Among the most palpable sources that Chaman draws refers to the 
mythological past of Kashmir. The popular legend holds that the Kashmir 
Valley was once the great lake Satisar (the place where Sati, also known as 
Durga, took the shape of a lake). The lake was inhabited by the abominable and 
ferocious demons. Responding to the penance of the great sage Kashyap, 
Brahma's grandson, the gods killed the demon with a pebble divinely caste, 
which today stands as the hill upon which towers the fortress built by the 
Mughal Emperor Akbar known as Hari Parbat. The water of Satisar was 
drained through a breach in the mountains at what is now the mouth of the 
Valley beyond the northern town of Baramula. However, Chaman's aesthetic 
or conceptual associations are not strictly guided by historical or mythological 
doctrines or traditions. Unlike the scholastic rigor of Santosh, Chaman shares a 
playful or intuitive alliance to the sources he draws from. In the past decade or 
so Chaman has been using the triangle as primal form to negotiate his aesthetic 
link with the cultural ethos of his nativity. In a certain poetic delimitation he 
explains his conceptual framework: 
Beyond all Telling I have been told that everything which 
has been experienced is firstly seen secondly touched and finally 
half understood. Beyond all telling the telling and understanding of 
the experience which I directly knead, observe slipping through my 
right hand fingers, triangle my aesthetical and cultural rapport to 
communicate it to one self and to The Society (relative term) at the 
arrow root level, when the situation was watery, demonic, damp 
and dreadful. The mother had to offer their sons at the Demons 
order. 
243 
Dreadful demons who used to reside on the triangle peaks desired 
to digest an experience as regular as old as humanity itself. The 
demonic three-dimensional aspect of conceiving the necessity of 
the triangle of necessity. It is just from here where from my 
pursuits begin. The origin of the triangle, the silence, silence which 
speaks the primordial truth about the human matters, the 
culmination of all sorts into silence, which germinates, sprouts, and 
flourishes within three sided geometrical figure called the 
'triangle'. 
The triangle of punishment, trimorphous punishment which exists 
in the distinct forms; Body - Spirit. My hermaphrodite subjective 
process may not be universally comprehensible or explicable but 
the assignment of the punishment needs to be dealt by the 
objective punishment of the conceptual trigonometry; 1 - the 
conscious, 2- the intellect, 3- the vision (the inner vision). The 
modeling of silence in three dimensions, the Perfect Triangle (the 
relative term) of human knowledge. The punishment of being a 
painter - the base for my fabric is the direct result from the conflict 
of attractions, the influence of an essential triangle, no, not the two 
men and a women, neither the two women and a man but only one 
man and the all women, the all men of earth, water and fire. 
Chaman's allegorical triangle is conspicuously identifiable in some recent 
paintings, such as the Verinag Pool, vertical pyramidal triangle weaved in a net 
of straight lines amid a lyrical tree and huge flames of fire behind and whirling 
lines inside a hexagonal flat in the foreground. Verinag is a famous resort in 
Kashmir, but it is the legendary significance that attracted Chaman. As 
traditionally believed that it was Verinag through which gods drained the 
water-ridden Valley. The work called Anantnag , 2002 (pl.74), the place 
where Chaman lives, the triangle formed after joining the diptych shows the 
linear perspective, the point vanishing behind the man treated in abstract 
expressionist mode, occupying the nightmarish space in the right part of the 
canvas, with hands hanging in sheer helplessness. The act of supplementing 
punishment with being is an ontological question foregrounded in the 
existential philosophy of Sartre and Camus, which surfaces as a haunting 
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presence in the work, especially, for its compositional alliance with the iconic 
work such as Munch's Cry. 
In the recent years his paintings have adopted a relatively lesser contrast than 
his previous works. The painterly outlook has also considerably shifted from a 
morose or robust expressionist mode to the more subtler grayish and pleasantly 
low key undertones. The paintings reveal a far greater tendency towards 
abstraction. However, the previous aesthetic engagement with the triangles still 
preoccupies a seminal formal/conceptual paradigm. The paintings such as 
Untitled, 2006, Trimorphous Triangle, 2006, Untitled, 2007, Pissing on the 
Triangle of Morality, 2008, Iron in the Apple, 2010, The Rustic, 2010, 
Adams Apple, 2010 (pi. 76 to 82) while still dwelling in the old shrewd 
tactics of wit and satire they are also characteristically different for 
incorporating an assemblage of well-wrought visual transformations; 
abstracting the identifiable commonplace motifs of nature into a plethora of 
visual metaphors of disparate variables. 
The triangle assumes more palpable presence in Bui Bui + 1, 2002 (pi.75). 
Here the triangle is a concrete but empty road to infinity, the Bui Bui, Indian 
nightingale, is an archetypal symbol for a good omen, which however, is 
looking downwards in despair for the sheer emptiness of the bridge-like 
triangle. At the same time this bare triangle in a countermovement reciprocates 
with the fatality of communal triangle; Hindu, Muslim and Sikh stretching their 
hands out from in an outcry to demystify the politically rendered religious 
divide and once again revive the peaceful traditions of the past. 
Chaman does not show a fair level of participations as compared to the artists 
discussed before him. However, he has won State Akademi Awards in 1983, 
83, 85, 87 and 2002. He has also participated in All India Painters Camp in the 
Valley in 1987, 95, 99 and 2002. More recently he was selected as one of the 
local artists in the fifteen day Residency Khoj Kasheer 2007 organized by 
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Khoj, International Artists Association, New Delhi. At present he is teaching in 
IMFA Srinagar and working and living in Anantnag Srinagar. 
VEER MUNSHI (1955) and INDER SALIM (1965) are among the 
immediate contemporaries of Chaman, who however never lived in Kashmir 
throughout their artistic career, are in fact more significant in ternis of their 
aesthetic relevance to the radically redefined and new forms of art-making. 
Munshi, while continuing the traditional studio practice, foregrounds a new 
stance that aims at revitalized or redefined painting as a language to address the 
personal and the political contemporary concerns. In a certain artistic alliance 
to the conceptual/postmodern painters such as Atul Dodiya he has evolved a 
vocabulary loaded with politically charged appropriations, negotiating the 
personal identity, history and dislocation. 
In the Indian contemporary art scene Munshi remains to be the most prolific 
and engaging artist to represent the aesthetics of diaspora and dislocation. The 
works such as Fate of a Kashmiri Pandit, 1995, Untitled, 1997, G-&-J-
father-of-nation,2005, Dialogue, 2005 (pl.83,84,85 and 86) dwell in the 
haunting stories of partisan and at the historic tragedy that has engulfed 
Kashmir, Munshi's homeland that he was forced to vacate, like most of the 
Hindu Kashmiris, in the early nineties. As Ranjit Hoskote describes: 
Veer Munshi's art approaches the political, not only through 
an intellectual cognition of oppressive structures and conditions, 
but also through the emotions of grief, loss and bewilderment that 
attend the predicament of exile. To his credit, the volatility of such 
emotions is tuned to a fine pitch of poignancy, the restrained 
cadence of the elegiac 
Inder Salim shares a more radical posifion for his art-practice emerges out of 
the dramatic change that has taken place in contemporary Indian art in the 
recent years. Infonned by the shifts in paradigm in the western art-practice 
246 
since 1960s, especially by means of the emergence of new mediums like 
installation, performance, site specific, video art and digital art, the post-90s 
Indian art-practice too witnessed a certain transfomiation of the traditional 
studio into a "hybrid, expanded and mutated space."^ Inder Salim, often 
represented as multi-faceted activist-artist from Kashmir, is largely known for 
his provocative perfonnances. Incorporating mediums such as documentation, 
photographs, of assemblages, painting, performance, video, text and so on he 
attempts to explore notions of self 'otherness,' the idea of 'Kashmir', and its 
demography and politics. Unlike Munshi, Inder Salim is a self-taught artist 
who grew up in the small town of Kashmir. It was only after coming to Delhi 
in early nineties that he showed a certain interest in painting. But, drawn by a 
natural instinct for activism, he later switched over to more interactive and 
radically new mediums like installation and performance art. Among some of 
his notable performances are Evoking Nazir held at Open Studio at THE 
LOFT, Mumbai in 2009 (pi.87) is a 45-minute slide talk supplemented with a 
performance and a presentation of documented work done over the past few 
years, which he describes in a blog: 
Nazir, a friend, in Kashmir, who doubly disappeared, first 
when we grew up, and then by the political growth in Kashmir. 
May be Nazir is still alive, but how to by-pass memories and touch 
that past, again So, memoires, personal and historical, blended 
by a conflict, by a love, and hate even; by a politics and violence 
even, by an ethics and the absence of it even; and by a present 
which is in the making and which is a read-made even. Evoking 
the sound NAZIR has a childhood embedded inside it, a smell of 
opium and charas, and a multifaceted affair between the self and 
the other, which manifests the being, and a nothingness even, so an 
attempt to evoke...^ ^ 
The recent history of visual art has witnessed a great upsurge as a cultural 
industry accommodating experts from diverse disciplines to launch 
collaborative projects of global concerns. The old elitist or exclusivist position 
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of an artist is replaced by a new eclectic paradigm. At the academic level the 
emergence of ambitious cultural theorists has triggered a professional 
seriousness in art criticism and scholarship, in whose crucible the meaning of 
art is subject to a persistently rigorous trial. Confronted with the ever 
challenging socio-political world order the aesthetic engagement of an artist 
was transformed into an intellectual responsibility. The revolution in 
infonnation technology, while making the dissemination of knowledge 
incredibly easy, questioned the very language on which the ego of modernism 
was established. The traditional methods and means of artistic expression, 
which for quite a long time were held as absolute, seemed suddenly redundant 
and obsolete. The influx of new media like photography, text, video, 
performance, installation transformed the nature of visual art; the relationship 
between artist and art, art and society. Whether we call it reduction or 
expansion the identity of an artist, a perennial concept until some time back, 
became an insignificant specialty.^ '* 
From the art-historical perspective these shifts in paradigm were foregrounded 
by such perennial examples as Joseph Beuys. In his characteristic Shamanic 
stance he would go as far as to announce: "every sphere of human activity, 
even peeling a potato can be a work of art as long as it is a conscious act." The 
similar radical shifts are being strongly realized in the past two decades of 
Indian contemporary art. It is in this context that the first ever truly 
international art event of fifteen-day Residency workshop organized by Khoj in 
Srinagar in 2007 requires a mention. Khoj is a Delhi based artist led 
International Artists' Association which provides an alternative forum for 
experimentation and international exchange. Part of the global Triangle Arts 
Trust, Khoj sees its role as an incubator for art and ideas, artistic exchange and 
dialogue in the visual arts. Its focused initiatives aim to assist and develop, 
forms of art such as media art, performance, video, environmental, public and 
248 
community based art, sound and other experimental modes of cultural 
production. It would be conveniently fitting perhaps to conclude the final 
chapter with a monograph on the Khoj Kasheer 2007 event, which as felt by 
Ranjit Hoskote who was a critic in residence, anticipated future prospects of 
the representation of Kashmiri artists. 
In the recent history, just a few decades before the insurgency took the artillery 
form; Kashmir enjoyed quite a privileged position for providing a venue for 
national art camps. However, due to various socio-economic reasons the Valley 
could not generate the means to build any sustainable infrastructure to 
encourage cultural movement among the regional artists. Except the J&K 
Academy of Art, Cultural & Languages and The institute of Music & Fine Arts 
nothing much happened in the visual culture of the State. The Valley lived an 
economic deprivation and cultural disconnection until the call of insurgency 
established a new culture, what locally came to be called 'gun-culture'. 
It is interesting to imagine the existence of an art college training students in 
the spirit of modernist experimentation and innovation. During the first decade 
of militancy the Valley experienced the greatest human loss, displacement of 
Kashmiri Hindus and a near-absolute disconnection with the rest of the world, 
for being considered the most dangerous place in the world. It is in this context 
that it is important recall a relatively minor cultural event in the midst of 
political upheaval. 
Provincial in scale and juvenile in spirit but uniquely dauntless in its pragmatic 
initiatives, a group of like-minded students of IMFA Srinagar joined together in 
1995, the most violent years of militancy, and fonned a group what they named 
as Contemporary Art Foundation, Artists' Commune. Since there was not much 
happening in the studio-practice due to the frequent strikes they sought an 
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alternative space to work together, discuss and plan exhibitions. Inspired by 
the passionate stories of art camps in the Valley and the stimulating discoveries 
and innovations in the western art history they had their most vicarious 
encounters with global modernism, however, by virtual means. Oblivious of a 
gallery space where one could get to see the originals their obsessive 
indulgence into art books where the undersized glossy images and the eloquent, 
and at times overstated, interpretations appeared always a bit more than 
original and almost more than live. 
The group remained actively engaged in organizing exhibitions on regular basis 
in makeshift galleries throughout the four politically violent years between 
1995 and 1998, which is quite a span for anything of the kind to sustain in such 
times in particular or any such group anywhere in general. However, there was 
no manifesto or any underlying ideology or even any strict criteria for being a 
part of the group, but if there was anything that cormected each and inspired 
others to join, it was to re-initiate the tradition of sharing art with the society. It 
did create the stir; local newspapers covered it with enthusiasm selling it as 
hope, some literary organizations approached for sponsorship, and ironically 
army officers became the best buyers. 
The group was dominated by painters where some of them were still 
undergoing training at IMFA; some had done their graduation and were 
teaching in private schools as art teachers; some were self-taught; some 
possessing writing skills and some included even enthusiasts from other 
disciplines like literature, physics and journalism. It is quite predictable to 
imagine the overall ambience of their paintings but most of the aspiring artists 
reflected an abstractionist orientation, a legacy which can be traced back to 
Santosh and Triloke Kaul and other artists like Gayoor Hassan, Shuja Suhan, 
Rajinder Tiku, Shabir Mirza. The abstractions of the main members of the 
group were saturated with a raw, rugged and somewhat primordial naivety 
250 
sharing a certain sensibility with the Fauvists, the German Expressionists and 
the De Kooning lilce Abstract Expressionism. 
Disillusioned with the constant efforts to impress the political and bureaucratic 
authorities to launch a public art gallery in the State and upgrade the IMFA to 
start post-graduate program in Fine Arts, the group disbanded in 1999. Some of 
them left to join art institutions in other parts of India while others resumed 
anonymity. The group's significance lies in the novelty of the simple idea and 
their unflinching efforts to break the ice. 
KHOJ KASHEER 2007 
In November 2007, Khoj International Artists' Association organized the first 
ever International Residency in Srinagar called Khoj Kasheer 2007. The 
participation in the workshop included artists from Iran, Germany, England, 
Mozambique, Nepal, the different states of India and the local artists. The 
residency studios were set up in the uninhabited three-storied house of the 
British times on the banks of Jhelum adjacent to the Shri Pratap Singh 
Museum. Some of the artist used the rooms for site-specific installations while 
others chose to incorporate the open area in front of it. At the end of the fifteen 
day workshop the abandoned building and the area surrounding it fenced with 
stone walls was transformed into a complex of varied images and associations; 
a matrix of symbols and metaphors layered with discreet or incommensurable 
meanings. The location assumed a sense of festivity of a different kind the 
people of the Valley had ever experienced where diverse cultural/aesthetic 
sensibilities from across the globe shared their individual artistic responses to 
the Kashmir conflict in particular and their specific formal/conceptual 
251 
understanding of the new ways of interaction between art and its audience and 
to communicate the different spaces and conditions in a more effective way in 
general. 
Most of the works were site-specific or installation oriented with a single 
performance, which had the essential ingredient to provoke and provide a 
physical experience to the viewer to enter the work space to encounter and 
negotiate with a range of meanings, associations and interpretations. The 
predominant force that motivated most of the artists to work in the public space 
was partly because of the politically loaded specificity and partly it provided 
great possibilities for some artists to seek a certain transition from the 
emotional/psychological liability of personal histories and re-negotiate the past 
and the present. 
For most of the artist it was their first visit to the Valley and their shock of the 
new did not come by way of the picturesque but the political. The fifteen days 
of the workshop did not see any unsavory incident of violence but somehow 
everybody felt that somewhere something is not right here. The creepy 
presence of the people in camouflaged unifomi often outiiumbering the 
civilians, the deserted roads with the setting sun, the ruined houses turned into 
bunkers and barricades, the fresh and the dense graveyards, the empty 
houseboats and shikaras, sullen faces numbed with the long years of dodging 
death and waiting became recurrent images as the artists took a stroll looking 
from a local motif, an inspiration or an idea. 
YOUR MEMORY GETS IN THE WAY OF MY MEMORY 
Gargi Raina (Baroda) 
Gargi's site- specific installation called Tehkhana, which literally means a 
cellar, (pi.88) is imbued with an aura of a nocturnal past, which instigates the 
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urge to seek a dislocated meaning hidden in the archival debris. It is interesting 
to counter-see her sustained interest with the abstractionist idiom, the 
minimalistically structured paintings, and the randomly organized three-
dimensional space. She chose the dark cellar of the house as an inclusive 
metaphor to enter into the pitch-dark world and encounter the exclusive and the 
unpredictable. The presence of torches hung right in front of the door is as 
much a sign of caution as they signal a sense of warning. The door under the 
Kashmiri embroidered curtains presents itself as a veiled ethnic identity, which 
promises a certain sense of warmness and hospitability. 
The work invites the viewer to enter its intimate space, descending the grid of 
staircase with a torch in one hand and heart in the head, where the persistence 
of memory is somewhat challenged as soon as you project the light and things 
suddenly appear alive. Under the spell of the torch-light a red colored candle-
wax alludes to the immediate memory of a life melted into blood while the 
kangris appear cold and abandoned; few nails tucked on the mud-walls bear the 
stigma of an empty wardrobe suggestive of the state of being driven homeless, 
an unpredictable collage of a few black and white photographs pasted on the 
other wall are suddenly discovered to be the photo-portraits of the disappeared 
persons in the Valley. Near it is a wooden book lying awkwardly in a vertical 
position suggesting the inaccessibility to the clues behind the dead and the 
disappeared. And as one move one we feel the dry chenar leaves whispering 
beneath our feet to greet the somewhat meditative poise of seven stones piled 
on one another while the photocopied image of the fasting Siddhartha stands as 
a testimony to human journey and the worldly wisdom. The seven stones have 
a symboUc significance to Gargi's ethnic history referring back to seven 
generations when her family migrated from Kashmir. 
One of the walls shows a life size charcoal portrait of a middle aged woman in 
firm confronts and confounds you as the viewer's own shadow - or a shadow 
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of a wandering mother. Another wall is marked with a simple drawing and a 
flower of the graveyard. Gargi used an array of materials, like nails, torches, 
candle-wax, photocopied images, charcoal, drift stones, threads while 
accommodating the existing spaces materials in the given site like the hanger 
above the charcoal portrait and the basket beneath it, the lattice, the shelf and 
the grid of the window, she is able to explore the possibilities inherent in the 
site specific medium and create a sense of familiarity by means of her artistic 
intervention as adaptive strategy. 
Her empathic sensibility on the one hand to evoke catharsis and her minimalist-
oriented discipline on the other hand constructs an alternative space that can be 
inhabited. The overall ambience has a hypnotic influence on the viewer- quite 
suggestive of a stream of consciousness experience if given a torch and the 
entry to the subconscious. This journey, this entering into the cave bears a 
testimony of a spiritual inquiry into the mechanics of time and memory and by 
aesthetic means she ventures to re-construct a new alternative reality from the 
archive of absence and silence. 
Nikhil Chopra (Mumbai) 
Fed on the lullaby of the tales from a great-grandfather who settled or migrated 
from Kashmir, Gargi Rania and Nikhil Chopra share, more or less, a common 
liability of time and memory. Although far removed from the condition of the 
present day plight of the Kashmiri Hindu community they negotiate with the 
memory they were not physically a part of. However, they differ potentially in 
terms of fonnal/conceptual choices, modes of narration and the use of mediums 
and materials. 
Nikhil shares the space involving the irony of an ever-migrating exilic 
condition anticipating a certain sense of loss, perhaps a feeling of being 
betrayed, and a yearning to return home. His artistic endeavors to negotiate this 
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existential condition of cultural dislocation, this state of homelessness in the 
course of shifting homes from one place to the other, came by way of 
interventions into imagining the past and creating the fictional characters drawn 
from his ancestral past. 
Nikhal's live perfomiance, Yog Raj Chitrakar (pi.89) became somewhat of an 
extension to the fixed venue-bound site, making a kind of bridge by walking 
down to Lai Chowk, which is in the heart of the city. He used his body-self as 
the most vital material for an array of makeovers by masking/unmasking 
himself to evoke a specific narrative. Recalling an evolutionary consensus to 
the conceptual/formal position enjoyed by the performance art in general and 
Joseph Beuys in particular, Nikhil's first act involved shaving a few months old 
beard he was growing for this performance. In the premises of the main venue 
he chose the chenar tree, one of the iconic image of the picturesque old 
Kashmir, as an offstage space for makeup, turning it into an onstage 
performance enacting the whole process or preparation from undressing to 
putting on a new costume. The royal costumes of his grandfather who enjoyed 
an elitist life during the British times became a new skin Nikhil masked himself 
with. 
Transformed and transposed into an oriental gentleman of two generations old 
Nikhil took a steady walk, crossing the new bridge over the Jhelum, passing the 
crowded streets and settled right in fi-ont of the Ghunta Ghar in Lai Chowk. 
Shocked, bemused, intimidated, perplexed the people reacted strongly but with 
mixed responses as something familiar and yet strange. Some even giggled and 
thought of him as weird or a sophisticatedly dressed mad man. But the 
predictable was yet to happen as it took a while until the crowd became 
noticeable enough for the security people to declare alann. It was only after the 
intervention of some officials that Nikhil was allowed to move on to his final 
act to draw the image of the Ghunta Ghar on the road. The police had to block 
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the roads seeing the ever-growing crowd circUng around the performance, 
which apparently involved nothing dramatic than an artist drawing the on the 
spot picture of Ghunta Ghar with a charcoal and a white chalk. After roughly a 
two hour drawing session Nikhil returned back to the main venue with the 
same steadiness, and receiving as much as leaving behind a mark, a gesture, 
an image on the wall of this landscape, which somehow recalls the images 
created by the cave man infused with magic. 
Sonal Jain (Shillong/Assam) 
"I will leave Kashmir with box full of (someone else's) memories, 
I found scavenging through abandoned houses and heavy hearts ..." 
Sonal's documentary oriented installation Box Full of Someone else's 
Memories (pl.90) engages with the absent and the bereaved by dislocating the 
remained presences in the abandoned houses of Kashmiri Pandits. She visited 
some of the houses standing out as ruins in the midst of densely populated area 
of the old city called downtown and collected whatever she could find lying 
untouched in the cob-webbed darkness of the rooms. By means of her 
intervention she turned the empty houses into a site of excavation unearthing 
the relics pregnant with references, associations, memories and histories. After 
giving a certain archeological-oriented arrangement to the found things she 
displayed her collection in one of the residency studios. Her work space created 
an aura of a public museum where the viewer was somewhat left alone to 
encounter an assortment of socio-political narratives. 
A protective gesture to negotiate with someone else's memories is explicitly 
obvious in Sonal's handling of the found things. The viewer is tempted to 
indulge into the empirical existence of the house owner by encountering the 
newspapers and magazines, some of the them placed in the rust-ridden tin-
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trunk with its open lid and some scattered around, exerting a new visibility of 
the dates, images and the text, the empty bottles of medicine, notebooks with 
children's drawings. Everything is laminated in the transparent plastic sheets 
and specified with captions, with a clinical care, creating an atmosphere of a 
forensic lab where the specimens have to go through legal/medical 
investigation. 
Laminated and annotated, the specimens anticipate an experience of transit to 
negotiate different spaces like archeological excavation, public space of 
information and the medical/legal investigation. 
Sonal's collected leftovers are supplemented with the sound recordings of the 
local people, mostly neighbors of the displaced, making a reference to the 
immediate and the nostalgia of the communal brotherhood. The installation as 
a testimony picks the very moment of the fear-ridden hasty decision by which 
the homes were rendered homeless like a parchment inscribed with the marks 
on the skin of time and memory. 
LANDMARKS OF DYSTOPIA 
Sujan Chitrikar (Nepal) 
The significantly potential use of the 'actual' and the 'found' gives a definite 
contour to Sujan's concept in his work Barbed Wire Coaxes the Boat When It 
Tries To Fly (pl.91). Redefining the sculptural space the work incorporates 
organic surfaces, the dug -out hollow of the earth, and the open sky. 
The sudden, the impaling and the erect boat enmeshed with the barbed wire 
confront the viewer as a half lived conspiracy. It is in this materially visual 
encounter with the deeds of the dark, the custodial and the killings, the ghost of 
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the disappeared, half alive and half dead, that Sujan's work makes a political 
intervention. 
Image of the boat alludes to the metaphor of life, movement, and transport 
while evoking the memory of the exotic and the sumptuous lakes and rivers of 
the Valley. The process involved in Sujan's work created the ambience of a 
grave-digger; in which the dislocated boat is left frozen in the split of a moment 
anticipating a paradox - as it recalls simultaneously the image of resurrection 
and the grave. The bed of flowers acts as a tribute, an obituary, an elegy. At the 
same time the work assumes a certain play of subversion by showing a mirror 
image of the iconic text-image 'if there is Paradise on earth. It is here, it is here, 
it is here' written in Persian scrip on both the sides of the boat. 
It is through Bollywood cinemas that I had my first 
introduced to this paradise on earth during my early teens. Since 
then Kashmir was imprinted on my subconscious as the most 
scenic and serene location on earth with the imagery of houseboats 
on Dal Lake, snowcapped mountains, the unimaginably exotic 
valleys and its charming people. 
When I received the invitation for Khoj Kasheer it rang as an alarm 
to my well-wishers and implored that I shouldn't be going. 
However my conviction to visit the place of my childhood fantasy 
was more intense than the discouragements I received from others. 
My artwork is an outcome of this strange yet very strong emotional 
connection with Kashmir and her people. The ''shikara'\hoat) as 
an image satisfied me with its metaphorical lineage to Dal lake and 
the people, the props from old Hindi movies and most importantly 
the fi-eewill of people while barbed wire, as always, makes a 
discomforting presence. The work is a tribute to the people of 
Kashmir for their determination and hope for the best future. 
Rambali (New Delhi) 
Rambali's installation Global Free Gift addresses the irony of capitalist 
commoditization of tragedy. The corporate media's market strategy to 
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sensationalize violence in return makes it repetitious and de-contextual by 
reducing it to a palpable object ripped apart from any value but commercial. He 
transfonned the corridor with a graveyard where the little white graves cast in 
plaster of paris are made into a gift by tying them with a red ribbon. All set in a 
minimalist grid-like repetition making a monotonous row of white bricks 
nullifies any sentimental/emotional value attributed to the phenomena of death. 
The under-sized grave denies the iconicity attributed to it. The work makes a 
symbolic reference to the economy of human loss, the phenomena of 
desensitization in the process of over-exposure to the violence and the media 
hype (pl.92). 
APPROPRIATING THE IMAGINARY/ALLEGORICAL AND THE 
IMMEDIATE/LITERAL 
Tooraj Khamenehzadeh (Iran) 
The Iranian artist Tooraj like Herbert used photographic medium to translate 
the specificity of his artistic experience in the given space. But while Herbert 
negotiated with the immediate and the existential Tooraj's work was primarily 
motivated by a conceptual framework to re-locate the shared cultural and 
spiritual assimilations between Iran and Kashmir. With a background book, 
referring to the golden age of the Valley when Sufi order replaced the religious 
detemiinism with the transcendental mysticism, he sought his visual testimony 
by visiting the shrines and khankahs of the great seers of Persia. His methods 
involved a meticulous labor of the Photoshop, virtually kneading the 
photographic image into any desired effect, which is a real possibility with the 
digital art. 
By means of digital intervention Tooraj created allegorical appropriations by 
juxtaposing the imaginary portraits of the Sufi seers canonized by the famous 
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Persian masters like Reza Abbasi and Behzad with the architectural interiors of 
the shrines alluding to that specific aura. The selected images went through a 
rigorous editing process and the final printouts were hanged on the branches of 
Chenar tree. Seven photographs showing the seven portraits juxtaposed with 
the local architectural motifs found a fitting space on the seven branches of the 
Chenar standing sentinel in the centre of the site. This photo-installation, which 
he titled as Seven Boughs of the Chenar, makes a symbolic reference to the 
seven hundred year old cultural/historical memory. Tooraj speaks of his 
significant use of 'seven' by referring to the various sources from historical, 
coincidental to the spiritual. 
Seven hundred years ago, great Sufis and Sages such as 
Seyyed Bulbul Shah Sohrevardi and Amir Seyyed Ali Hamedan, 
along with seven hundred Sufis migrated to Kashmir. And 
interestingly the Chenar in center of the garden had seven boughs. 
The number seven has also an esoteric/holy significance. 
Tooraj's themafic position and a well defined fonnal execution created an 
interactive space for a culturally specific communication resurrecting the good 
old times in the present politically violent landscape. One could sense a 
metaphorical relation between the technical process of editing the images, by 
means of diffiising or layering the shafts of virtual colors to elucidate the image 
of a rich and peacefiil past, and the history of Kashmir smudged and submerged 
by the layers of oppressive regimes (pl.93). 
Herbert Grammatikopoulos (Greece/Gennany) 
Herbert a photographer/artist with a mixed background of Greece and Germany 
spent most of the fifteen days hunting for images in the nearby places of the 
city. He was only seen in the evenings unloading his camera in the laptop. By 
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the end of the workshop his photo-installation included more than hundred 
photographs and snapshots printed on a single sheet making it a twenty five 
meter long scroll. 
He constructed a hexagonal space by means of wooden-blocks and pillars 
where the scroll is mounted in a way to run along both the inner and the outer 
wall, suggestive of a somewhat transparent gallery space, so that a viewer 
could experience the non-linear narrative in circular time. From a distance this 
little structure looked somewhat like a post-demolition construction - a little 
shelter abstracted from the debris. However, Herbert tried to bring in the 
ambience of homely warnith by making a little fireplace in the centre of the 
construction. A similar strain runs through the selected photographs as not all 
the images negotiate the political but encompass a landscape narrating stories 
from the obvious to the hidden, from the apparent dissolution to the implicit 
hope for peace and some are tinged with a sense of irony and wit (pl.94). 
The actual door, as a found object, standing between the two ends of the scroll 
and placed as open plays a significant role in creating a sense of an inside 
outside experience for the viewer. Herbert speaks of the possible encounters a 
viewer may experience by making the whole and the parts into a single specific 
narrative where the private and the public oscillate like an indefinite pendulum. 
To walk inside and outside the house is a symbol of 
inner and outer view on one and the same subject, as well as to go 
in and out a door, from public open to private inner space, using a 
door as a border in between. I wanted to express with this, that 
there are always at least two points of view on something, and 
when reaching the door at the end a third time, there maybe will be 
a third point of view, like a coin has not only two faces, but a third, 
its thickness. The door is always open to see and change fixed 
opinion on something." 
Herbert's reference to home anticipates a promise beyond the 
political and the existential and works its way out of the dilemma 
alluding to a more open-ended, transparent and a holistic 
experience.^ *' 
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Hannah Matthew (England) 
Hannah Mathew a photographer/artist from England made a photographic 
documentary oriented work by taking portraits of houseboat workers. Her 
experience as an ambitious tourist, for having travelled extensively in India, 
brought her to address the socio-economic condition of tourism in the conflict 
zone of Kashmir. 
She frequently visited houseboats and interacted with people whose lives were 
dependent on the simple trade of renting houseboats to the tourists. She made a 
selection of portraits set against the decorated and well fiimished interiors of 
the houseboats, which narrate a telling story of a lavish investment left to 
despair and emptiness (pl.95). 
It is interesting to notice how Hannah's photographs allude to the effect of 
economic loss by encountering the portrait image as a disconcerting 
metamorphosis where the backdrop is the same old luxurious home while the 
image in the foreground, ironically, appears strange and undesirable, all the 
preparedness for the guest, which involves the everyday cleaning and dusting 
of the possessions acquired after a hard long years, remains in a stagnant state 
of preparation like a bejeweled bride waiting for the groom. It is like a home 
never visited. 
Speaking about her presumptions Hannah, on the contrary, discovers a certain 
sustained optimism shared by the houseboat owners for finding alternative 
means for survival. 
My presumption was that due to the conflict, these intimate 
hotels were under threat, but after speaking to the houseboat 
owners I discovered that this was not necessarily the case. I had 
presumed that as there had been a reduction in Western tourists, 
that this was true of domestic tourism also. Although many 
families could no longer rely on a steady flow of tourists for 
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income from their boats, others were successful businesses that 
managed to attract many hidian tourists. '^ 
Hannah chose the mantelpiece in one of the rooms of the building as a pedestal 
to place her photographs made into an open album. Being the first room of the 
building her work kind of guided the viewer from the intimate experience of 
looking into the family album to the more expansive and impromptu 
experience in the other rooms. 
AESTHETIC/FORMALISTIC POSSIBILITIES IN THE MATERIAL - A 
RETREAT 
Fiel dos Santos Marques Rafael (Mozambique) 
Rafael has a sustained preoccupation of working with the junk material. He is 
known for his association with the Transforming Arms into Tools project 
(TAE), where arms are swapped for useful objects like farming equipment or 
sewing machines. His process of work involves transforming the 
decommissioned weapons from the Mozambican civil war, which lasted from 
1976 to 1992, into sculptures. 
Rafael's presence in the Khoj Kasheer, as an artist who grew up in the midst of 
violence, assumed a fitting participation as how he would address the given 
context. However, he could not find the anns or the weapon to transfonn and 
rather decided upon making a wild goat. He made a skeleton out of the copper 
wire and covered the body of the goat with the rubber door- mate perforated 
with the shoe marks, which gives a sense of volume, movement and 
transparency. The sculpture is left hanging and swinging on a seesaw made out 
of the rubber door-mate (pi. 96). 
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Shafi Chaman (Srinagar J&K) 
Chaman's preoccupation with the painterly space remains integral in his 
installation Celestial Triangle for incorporating the visual dynamics of color 
and its chemistry. His body of work is predominated by a sustained alliance to 
the fomialist vocabulary of modernism where the identifiable is 
metamorphosed into the allegorical or the abstract. 
The triangle or the triangular forais, a recurrent image dominating his body of 
work, finds an alternative from the painterly flatness and the virtual texture by 
incorporating the actual method and the materials to create the three 
dimensional space of the installation. The brushes are replaced with the 
handmade craft of the weaver, involving the local 'living tradition' of dyeing 
silk, wool and staple into colors to weave shawls, carpets and namdas, the 
representational icons of traditional art practice Kashmir is known for (pl.97). 
Chaman modelled his work on the method of carpet weaving. The triangular 
mirror became the basic frame on which he weaved the seven layers of the yam 
dyed deeply in the seven colors of vibgyor. The center is further enhanced by 
the details like a pomegranate-like pattern on the paper mache bottle, the thorn-
laden nipple, chestnut tied with a copper wire, all doubled by the mirror. 
It is interesting to notice that Chaman's work does not meditate or seem to be 
influenced by the political environment he lived in. As if on the contrary 
Chaman likes to create puns out of the mysterious and the mundane and 
sometimes his deliberations sound like a mathematical equation and sometimes 
an occult science anticipating a retreat into a cocoon defined by the aesthetic, 
conceptual and the romantic. 
As a participant I shared an adventure of trigamous 
relationship with (man, material & mystery) the triangular struggle 
of a man, to live to love and to loathe. In presence of various 
probable's, parables and fables my magical triangle emerged as a 
structural beauty in silence and meditation. The local medium 
staple played both the suggestive and symbolist conglomeration of 
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charisma and touching human psyche and the colors of the vibgyor 
bestowed Hfe to the saphngs of Hfe.^ ^ 
REVOLT IS A PAGE CRUMPLED IN THE WASTE BASKET 
EXISTENTIAL RUPTURES, AESTHETIC STANCE AND THE 
INTERVENTION INTO THE POLITICAL 
Showkat Kathjoo (Srinagar J&K) 
Showkat Kathjoo is more direct and politically articulate to address the 
testimony of his local experience. His installation Viewfinder (pl.98) 
incorporates the images loaded with the metaphorical layerings of conflict and 
desolation and the inherent play of irony evoking a space where the viewer is 
transposed to re-negotiate his experience of the immediate and the experiential. 
Kathjoo's work shared its sense of sensationalism with Nikhil's performance 
but while the later was received as the shock of the past the former exuded an 
intimidation of the present. Being as provocative and disrupting as any ultra-
Dadaist would dare to be in Kashmir - the Bunker as an inescapable view and 
an inevitable view-finder worked as the most beautiful metaphor for dystopia. 
The installation draws its primary sources from artist's subjective experience 
and creates a metaphorical allegory by re-constructing the architectural space 
of the bunker, a sign of discomfort and a disconcerting experience in the 
presence of a metamorphosed landscape. However, the most invigorating 
response to the installation was no response, which recalls the minimalist 
paradigm of 'repetition ad deletion', while negotiating the day to day 
experience numbed and perforated with such disquieting and intimidating 
constructions. In the changed and changing landscape the installation becomes 
a viewfinder to witness and be witnessed by. 
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The bunker turned into a viewfmder invites the viewer to a series of encounters 
where the space is emptied from its actual constant to incorporate the temporal 
experience of inhabiting the impossible. The only view inside, which normally 
works as a target for the soldier where the gun is placed to keep the watch, is 
blocked with the TV playing a CD running a specific loop defined by the exotic 
and the picturesque landscape of Kashmir. It is important to notice that the 
chosen images were taken from the travelogues, photo-albums and books 
published by the European travelers. Beginning with the text-image from the 
popular couplet of Jahangir (If on earth there is a Paradise, it is here, it is here, 
it is here) the viewer is transposed to a hedonistic experience of the pleasures of 
an imaginary paradise. The view becomes as much of a desired trap as an 
escape from the true and the ugly. 
Kathjoo likes to play with the irony implicit in the polarities like insider and 
outsider by taking into account his negotiations with the victim, victimizer and 
victimized victimizer. The sense of claustrophobia, the human frozen into a 
sentinel guarding the gun, makes a scarecrow out of this makeshift image of the 
conflict as much sympathized as feared. 
Wasim Mushtaq Wani (Kupwara/Srinagar J&K) 
Wani as a local artist was battling with a different kind of unease. He couldn't 
somehow subdue the feeling that in being a Kashmiri he had to cut through the 
stigmata of overdosed metaphors and punctuated annotations. Wani reflected a 
certain reluctance to represent violence as violence that he seemed to be 
contesting within, which he calls a battle that will perhaps outlive the artist. 
Wani's installation Choose Yourself (pl.99) proposes the triangular trap where 
there is no exit from the given choices - the ritual/spiritual in the act of tying a 
wish knot; the visceral/material engagement with the Kangri; the camouflaged 
hangman's noose anticipating the empirical/political/psychological gesture in 
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the contemplation of suicide. And from an actual/aesthetic distance the overall 
ambience or gestalt, in contention with the elements it is made of, comes as a 
disguise evoking a delightful complacency. As the evening approaches all the 
temptations for wannth, implicit in the presences like Kangri and the colorful 
threads pregnant with unfulfilled wishes, is ignited by the counter-presence of 
the light-bulbs. The only thing that remains more or less the same is the subtle 
fear-ridden presence of the hangman's noose hiding behind the branches and 
green leaves of magnolia - camouflaged and lurking. 
Instead of the picturesque chenar he chose the magnolia tree for its local 
associations to the legends, alluding to the economic prosperity and vice versa. 
In the recent political history of Kashmir the evolution of signifiers/perceptions 
like Kangri adopted new meanings where it ceased to be the sign of warmth 
and became an instrument of protest. The work addresses the local psyche and 
traverses through the existential accesses like submission which finds recourse 
into the spiritual resistance by visiting shrines, wailing, tying knots; saturated 
with the monstrosity of abortive political negotiations, the cathartic resolutions 
in the supernatural and disillusioned with the paralysis of the present the man 
looks upwards contemplating the Hangman's noose. 
The uniformity in design and the circular movement of the installation is 
suggestive of a Tawaf-likQ ritualistic experience in which the viewer is 
penneated to undergo a trance of the fabulous and the monstrosity of the 
monotonous. 
Each artist brought into play her or his own specific 
ideas about communicative engagement, the relationship between 
artistic endeavors and the assumptions of audiences, the evolution 
of a shared language of performance and understanding in 
interactive settings; and, vitally, they developed ways of 
addressing one another's very different and distinctive formal and 
conceptual choices. Within the workshop, our conversations 
flowered at diverse tangents, wove into surprising tapestries. 
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Ranjit Hoskote, a noted Indian poet and cultural practioner, described the event 
as a promise to look forward to the much anticipated revival of Kashmir's 
glorious cultural traditions, which in the course of recent history has been 
somewhat white-washed by the political. 
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CONCLUSION 
The mainstream argument of Indian modem art, engaging critics like Geeta 
Kapur especially in her book When Was Modernism, has not really outlived 
the skepticism or aporia in the dichotomy of national/modem. And irrespective 
of the fact that the post-colonial initiatives in the late 60s Baroda reveal some 
significant negotiations to create a space for an alternative modernism a certain 
discomfiture or unease dominated the Indian artist's psyche throughout the 
roughly four decades after Independence. In the recent years, however, the 
relatively comfortable duality of local/global has made some older constructs 
irrelevant. More importantly due to a global shift in paradigm caused largely by 
information technology the conventional notion of art-world is met with 
decentralization where the old hegemony of Euro-west-centric is swept away 
by the emergence of a certain hyper-interconnectivity. Moreover, with the 
emergence of new mediums like performance, installation and video/digital art 
the traditional obsession with originality and the pride of a certain stylistic 
signature no longer breeds as grave an artistic anxiety as it used to. The post-
colonial art criticism, which engaged the theoretical developments in Baroda of 
80s, seems to have come of age as an artistic practice in the last two decades 
or so. The recent upsurge in the act of revitalizing or redefining not only a 
modem Indian painting, for instance by the aesthetic intervention of painters 
like Atul Dodiya and Surrender Nair or sculptures or sculptural-installations of 
Ravinder Reddy, Vivan Sundram and Sudarshan Shetty but also subverting the 
icon oscillating between sacred and the profane. Now artists are addressing 
such concerns which are globally urgent the question of west and the east does 
not seem any more relevant to negotiate. 
As discussed earlier the major objective of the present thesis lies in its 
chronological testimony to delineate a comprehensive historical record of the 
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aspiring Kashmiri artists whose work is conspicuously informed by the 
modernist treatment. The vaHdity of such a claim finds its significance in the 
fact that the sixty year old history of modem art activities in Kashmir has 
hardly seen any academic intervention to initiate a systematic investigation or 
documentation. 
The most difficult task in achieving the desired end was the sheer lack or 
practically inaccessible primary sources, due to which some of the possibly 
important artists are left unexplored. However, the little mention may serve as 
a starting point or a layout for future researchers to dig a bit deeper for more 
sources. 
The 1950s Kashmir reveals a great and often surprising enthusiasm, 
considering the level of awareness about modernism in general and modem art-
practice in particular, among the aspiring artists such as S N Butt, Triloke Kaul 
and later Santosh to venture into unknown. At the same time they were excited 
about the fact that a mere passion for painting, which they had inculcated from 
nature or instinctually through various chance encounters with traditional 
artisans, had the potential to translate some of the complex human experiences. 
In a poHtically volatile backdrop, which Kashmir became more acutely ever 
since the Partition in 1947, the nation was reinforcing the faith in secularism 
and progressive thoughts. However, not in direct accord with the spirit of the 
politics the artists from across the country were reciprocating the idea of 
progress in a rather west informed modernist fonnalism. This is how some of 
the local artists from Kashmir relate and respond to the spirit of times and in 
their own individual way translate their experiences in a language which has 
evolved in a unique way to address the intricate and the complex realm of 
human experience that no other language is perhaps capable of 
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A place known for its long tradition of scholarship; esoteric/spiritual 
manifestations to provide an alternative to the materialistic understanding of 
the relationship between man and the universe; its natural beauty Kashmir 
provided a great opportunity for an artist to draw from a plethora of indigenous 
sources, for which Santosh's aesthetic intervention proved to be the most 
significant contribution to modem art. In the present attempt to delineate 
comprehensive analyses of the development of modem art-practice in Kashmir 
reveals, at times quite surprisingly, a rich plethora of cultural manifestations, 
which in spite of various political or economic deprivations outlived the pranks 
of time. 
Besides Santosh's recognized position for having shared a very significant 
contribution to the modem Indian art, which the present study explores, there 
are other factors which deserve an academic attention. For instance, not many 
artists from the second generation fiilfill the promise as one may presume 
considering the ice-breaking efforts of the first generation artists. Most of the 
artists of the second generation showed a certain lack as compared to the 
aesthetic rigor, the degree of prolificacy and the active participation in the 
modem scene shared by artists such as Gayoor Hassan, Bhushen Koul and 
Mehboob. 
At the same time the present study suffers because of its relatively large scale 
to incorporate the three generations of artists. There is no doubt about the fact 
considering the unavailability or the difficulty to locate the primary sources 
may have resulted in missing out to acknowledge the real contribution of some 
of the artists. 
The similar fate is confronted in the third and the final generation of Kashmiri 
artists. The last and in fact the most significant reason for maintaining a certain 
delimitation, as regards to include some of the most articulate and prolific 
artists like Veer Munshi and Inder Salim, who are often considered as most 
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representational Kashmiri artists for negotiating the communal displacement 
and social-political manifestations of the contemporary crisis in Kashmir, is 
because of the politically dense specificity required to negotiate with their 
aesthetic positions and conceptual paradigms. Presumptive of an out-of-
proportion scale the present study is not in a position to incorporate such an 
academically ambitious project. However, it is hoped that the historical nature 
of the present study may possibly serve as a convenient evolutionary backdrop 
to take up the different variable of political intervention as anticipated by the 
Kashmir question. 
The recent history of visual art has witnessed a great upsurge as a cultural 
industry accommodating experts from diverse disciplines to launch 
collaborative projects of global concerns. The old elitist or exclusivist position 
of an artist is replaced by a new eclectic paradigm. At the academic level the 
emergence of ambitious cultural theorists has triggered a professional 
seriousness in art criticism and scholarship, in whose crucible the meaning of 
art is subject to a persistently rigorous trial. Confronted with the ever 
challenging socio-political world order the aesthetic engagement of an artist 
was transformed into an intellectual responsibility. The revolution in 
information technology, while making the dissemination of knowledge 
incredibly easy, questioned the very language on which the ego of modernism 
was established. The traditional methods and means of artistic expression, 
which for quite a long time were held as absolute, seemed suddenly redundant 
and obsolete. The influx of new media like photography, text, video, 
performance, installation transforaied the nature of visual art; the relationship 
between artist and art, art and society. The present study, in its concluding 
remark to refer to the event such as Khoj Kasheer, sets forth a certain aesthetic 
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urgency to negotiate the political and the personal in radically new and more 
effective mediums. 
The six decades of sustained development since 1950 reveal, at the least, three 
major aesthetic directions. Firstly the abstract-expressionist or the cubist-
expressionist treatment to landscape motifs of artists like Triloke Kaul, Kishori 
Kaul, S N Butt or Kachru is by and large informed by the western standards. 
The second, in fact the most significant dimension, comes by way of revisiting 
the indigenous traditions specifically the Tantra and the Sufi, explored by the 
artists such as Santosh, Gayoor, Shuja, and Masood. The third approach 
incorporates aesthetic variables such the juxtaposition of ritual and actual to 
address the immediate and experiential in works of Tiku and Masood; the 
imagist/narrative mode of Bansi Parimu, Ratan Parimoo and more rigorously 
by Bhushen Koul, Mehboob and later Chaman and Veer Munshi. But above all 
the main thrust of the thesis is to provide a comprehensive historical account of 
modem art-pracfice in Kashmir since 1950s. The body of the present text also 
aims to foreground an aesthetic paradigm where from the future prospects of 
cultural practice can draw its inspiration. 
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